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То товеп, 


ту co-conspirator and wife, without whom this book would certainly 
not exist — and the author might not be around to write it. 


I want this book to put over what | have found to Бе Ше best working methods, so that 
animating becomes better and easier to do. 


There are lots of formulas, principles, clichés and devices here to help, but the main thing | 
want to pass on is a way of thinking about animation in order to free the mind to do the best 


work possible. 


| learned it from the best in the business and I've boiled it all down into a systematic working 
order. It transformed my work - | hope it will be useful to you. 
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А commercial | did based on a Frank Frazetta poster. 
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FRAMES ROGER RABBIT. 


WHY THIS ВООК? 


When | was ten years old | bought a paperback book, How to Make Animated Cartoons, Бу Nat 
Falk, published in 1940. It's now long out of print, but 1 used it as a handy reference guide for 
1940$ Hollywood cartoon styles when | designed the characters and directed the animation for 
Who Framed Roger Rabbit. 


More importantly for me, however, the book was clear and straightforward; the basic informa- 
tion of how animated films are made registered оп my tiny ten-year-old brain and, when | took 
the medium up seriously at twenty-two, the basic information was still lurking there. 


| was living and painting in Spain when the incredible possibilities of what animation could do 
engulfed my mind. | planned my first film and took the money | had left from portrait painting 
to London. | starved for a bit, finally found work animating television commercials and man- 
aged to self-finance The Little Island - a half-hour philosophical argument without words 
which won several international awards. 


The Little Island, 1958 
Three years later, when I'd finished the film, the unpleasant realisation slowly crept up on me 
that I really didn't know very much about animation articulation, that is, how to move the stuff. 
To train myself | traced off the animation that Ken Harris had done of a witch in a Bugs Bunny 
cartoon (Broomstick Bunny - 1955, directed by Chuck Jones). Doing this only confirmed how 
little | understood about movement. 


While | was making The Little Island | had seen a re-release of Bambi, but since I'd considered 
myself a revolutionary in the field of animation, I'd rejected the film as conventional. But when I 
finished my film, | saw Bambi again, and almost crawled out of the theatre on my hands and knees. 
‘How did they ever do that?’ I'd learned just enough to realise that I really didn't know anything! 
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Photo Frank Herrmann 


Animation master Ken Harris and wannabe, 1969 


So, how and where to get the expert knowledge? | was working in England as an independent 
and didn't want to go into the Hollywood cartoon mill. | wanted it both ways. | wanted my 
artistic freedom but | also wanted the knowledge. 


Preston Blair's How to Animate Film Cartoons was available, but because | was put off by the 
squashy-stretchy 1940s cartoon style, it was harder for me to grasp the underlying principles 
| was after – although it's а solid book and Preston was a very good animator from the 
Golden Аве. It's ironic that forty years later | would become best known for my work on Who 
Framed Roger Rabbit — drawing in precisely the same style that had put me off learning from 
Preston. 


Much later, | was able to work with Ken Harris, the first ‘real’ master animator | met, and whose 
witch in Broomstick Bunny | had traced off. It's generally agreed that Ken Harris was the 
master animator at Warner Bros. Certainly he was director Chuck Jones's lead man. 


In 1967, | was able to bring Ken to England and my real education in animation articulation 
and performance started by working with him. | was pushing forty at the time and, with a 
large successful studio in London, | had been animating for eighteen years, winning over one 
hundred international awards. 


After seven or eight years of working closely with Ken, he said to me, ‘Hey Dick, you're start- 
ing to draw those things in the right place.’ 
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“Yeah, I'm really learning it from you now, aren't 1?" 1 said. 
‘Yes,’ he said thoughtfully, ‘you know . . . you could be an animator.’ 


After the initial shock | realised he was right. Ken was the real McCoy whereas | was just doing 
a lot of fancy drawings in various styles which were functional but didn't have the invisible 
‘magic’ ingredients to make them really live and perform convincingly. 


So | redoubled my efforts (mostly in mastering head and hand 'accents") and the next year Кеп 
pronounced, ‘OK, you're an animator.' 
A couple of years after that, one day he said, ‘Hey, Dick, you could be a good animator.’ 


When һе was eighty-two, | would go out to Ken's trailer home in Ohai, California and lay out 
scenes with him that he would later animate. He'd often take a half-hour nap and I'd keep 


working. 

One day he conked out for three hours and by the time he woke up, | had pretty much 
animated the scene. ‘Sorry, Dick,’ he said, ‘you know . . . I'm just so god-damned o/d.' (long 
pause) "ОП... | see you've animated the scene . . .' 


‘Yeah,’ | said, ‘I didn't know what else to до". 

‘Nice drawings . . .' he said, then pointed. ‘Hey, that's wrong! You've made а mistake.' And 
of course he was right. 

‘Dammit Ken,' | said. ‘I've worked with you for thirteen years and I still can't get your 
"thing". I'm afraid it's going to die with you." 

'Ye-e-aaahhhhh . . .' he snickered, then said, "Well, don't worry, you've your own pretty 
good thing going.' Then he snickered again. 


Ken was a very fast worker and | was always squeezing him for more and more footage and 
getting him to animate even when the taxi was ticking outside waiting for him to catch a plane 
home to the States. 

When he died in 1982 at eighty-three, my real regret was that when | was а pallbearer | 
didn't have the guts to tuck a blackwing pencil into his hand in his open coffin. He would have 
loved that. 


When | first started working with Ken, we had just completed the animation sequences which 
occur throughout Tony Richardson's epic film The Charge of the Light Brigade and | thought I 
was getting pretty proficient. When Ken saw it in the theatre he said, ‘God, Dick, how did you 
guys ever do all that work?’ (pause) "Course it doesn't move too good...’ 

But I'm still not ashamed of our work on that film. 


After that we went to see The Beatles' feature cartoon The Yellow Submarine. Though I liked 
the designer Heinz Edelman's styling, the 'start-stop, stop-start' jerky quality of most of the 
animation meant that after a half hour much of the audience went to the lobby. No matter how 
stylish or inventive — jerky or bumpy animation seems only to be able to hold the audience for 
about twenty-five minutes. While The Yellow Submarine had an enthusiastic cult following 
from the advertising agencies and university crowd, the general public avoided the film. It 
killed the non-Disney feature market for years. 


А top United Artists executive who distributed The Yellow Submarine told me, ‘This is the 
Beatles at the height of their popularity and still people stay away from non-Disney animation.’ 
Film executives at that time always said of animation, ‘If it doesn't have the Disney name on it, 
no one will go see it.’ But the real point is, it wasn't just the Disney name - it was the Disney 
expertise that captivated the audience and held them for eighty minutes. 


Almost the same week Disney's The Jungle Book came out and was an instant hit. | went along 
to see it reluctantly, thinking (as | still considered myself an innovator) that though there might 
be something interesting, it was probably predictable stuff. 


That's how it started - with standard-issue wolves adopting the ‘good housekeeping seal of 
approval’ cutesy baby. | remember the boy Mowgli riding a black panther moving and acting in 
a clichéd way - until he got off. And suddenly everything changed. The drawing changed. The 
proportions changed. The actions and acting changed. The panther helped the boy up a tree 
and everything moved to a superb level of entertainment. The action, the drawing, the per- 
formance, even the colours were exquisite. Then the snake appeared and tried to hypnotise the 
boy and the audience was entranced. | was astonished. 


The film continued at this high level, and when the tiger entered weighing eight hundred 
pounds and was both a tiger and the actor who did the voice (George Sanders), | realised | 
didn't even know how it was done - let alone ever be able to do it myself. | went back to my 
studio in shock and, through the night, | wrote a long fan letter. 


In those scenes | thought 1 had recognised the hand of the great Disney genius Milt Kahl, who 
Ken Harris had raved about. The first name on the directing animator's credits was Milt Kahl, so 
| assumed the work that stunned me had been Milt's. And it turned out that it was - except 
for one shot that was by Ollie Johnston. Johnston and Frank Thomas had done lots of other 
marvellous work in the picture. 


So I wrote to Milt saying that | thought The Jungle Book was the absolute high point of pure 
animation performance and that I didn't think it would ever be possible for anyone outside the 
Disney experience to reach that pinnacle. 


It turned out Milt said it was the best letter they ever had - and even better, that he knew my 
work a bit and wanted to meet me. 


irrepressible ambition made me change my opinion that they alone could attain such heights; 
| figured, | think correctly, that given talent, experience, persistence — plus the knowledge of the 
experts - why should everything not be possible? 


І couldn't stand it any more. | had to know everything about the medium and master all aspects 
of it. Cap in hand, | made yearly visits to Milt and Frank Thomas, Ollie Johnston and Ken 
Anderson at Disney. 


One of the most important things Milt said was: ‘Our animation differs from anyone else's 
because it is believable. Things have weight and the characters have muscles and we're giving 
the illusion of reality." 


EE THO Т ТИНИНИН ЧОН ОУ ПО 
"m i 


T 


A powerhouse of animation knowledge. From the left — Ken Harris, Grim Natwick and Art Babbitt, with students 
Richard Purdum and me outside my Soho Square studio in London, 1973. 


But how to make it believable? I didn't go there to drink Milt's bathwater or to find out what 
Frank Thomas had for breakfast. | would fire my carefully prepared list of questions at them and 
later write down everything they said. These wonderful virtuosos became my friends and were 
incredibly generous with their help. As Milt said, “Е you ask questions you find out what you 
want to know. № you're lucky enough to ask someone who knows.’ 


| was also fortunate enough to enlist the marvellous legendary animator Art Babbitt as а 
collaborator and teacher. Babbitt had developed Goofy and animated the Mushroom Dance 
in Fantasia. He 'dumped his kit' of knowledge by giving several month-long in-house seminars 
as well as working with me in my London and Hollywood studios for several years. 


In 1973, I hired the eighty-three-year-old — but still brilliant — Grim Natwick as a 'live-in' tutor in 
my London studio. Grim had made his name designing Betty Boop and animating most of Snow 
White herself in Snow White and the Seven Dwarfs. | also worked closely with Emery Hawkins 
who Ken Harris regarded as the most imaginative animator. Emery was wildly creative and rotat- 
ed in and out of every studio. | was also able to work for a short time with Abe Levitow, Gerry 
Chiniquy and Cliff Nordberg. Dick Huemer, one of the first New York pioneer animators, and later 
a key Disney story director (Snow White and the Seven Dwarfs, Dumbo, Fantasia and all the early 
Disney features) also gave me a very clear picture of the early days of animation. 


Most of them are gone now but this book is full of their accumulated knowledge and craft. 
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| scribbled this of Milt when he was lecturing us at my 
studio. Milt is saying, 'Don't listen to Dick, he’s too 
technical.’ 


Milt was always encouraging me to do my own personal, 
more unconventional work, which he liked — but | 
wanted the knowledge first. 


Two geniuses at once tutor the author — Frank Thomas 
standing and Milt Kahl at the desk, early 1970s. 


Used by permission from Disney Enterprises, Inc 
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"The Arthurian Legend’ was а formidable professor who regarded the professional skills of the 
animator as being equivalent to those of a concert pianist. 


Art in action: his first month long seminar at my London studio was like water in the desert for us. 


8 


In the three-day masterclasses I've been giving lately, some experienced professionals initially 
feel that we're running over material that they're quite familiar with. Then about half way 
through the seminar things deepen and on the last day it all suddenly knits together. Some even 
describe it as an epiphany. Well, it sure was for me when | finally ‘got it’. 

So please read the whole thing. 


Animation is just doing a lot of simple things - one at a time! A lot of really simple things 
strung together doing one part at a time in a sensible order. 


The movie actor, Scott Wilson sat through my three-day San Francisco masterclass. To my sur- 
prise he came up at the end and said, ‘Of course you realise, Dick, that this whole thing has 
been about acting.’ 

I said, ‘What?’ and Scott said, ‘These are the exact equivalent methods, exercises and 
analyses we actors do in our acting workshops.’ 

So acting is intrinsically part of the whole. And if you can't draw ог articulate movement 
how are you ever going to do the acting? 


Someone once asked Milt Kahl: ‘How did you plan out the counteraction you used on that 
character?’ 

Milt blew up: "That's the wrong way to look at it! Don't think of it like that! I just concen- 
trate on giving the performance - that's what's important! The play's the thing. You'll get all 
tangled up if you think of it in a technical way!" 


Of course he's right. If a musician knows his scales, he can concentrate on giving the perform- 
ance and bringing out the ideas inherent in the music. But if he constantly has to think of the 
mechanics of what he's doing - then he can hardly play. 

Therefore, if we know and understand all the basics — then we've got the tools to create. 
Only then we can give the performance! 


This book is an anatomy course in animation. Just like an anatomy course in life drawing, it 
shows you how things are put together and how they work. This knowledge frees you to do 
your own expression. 


It takes time. | didn’t encounter Ken Harris until | was nearly forty and he was sixty-nine. | had 
to hire most of my teachers in order to learn from them. 

I hired Ken in order to get below him and be his assistant, so | was both his director and his 
assistant. | don't know if this is original, but | finally figured out that to learn or to ‘understand’ 1 
had to 'stand under' the one who knows in order to catch the drippings of his experience. 


There's a tale about a decrepit old Zen master wrestler. A very fit and brilliant young wrestler 
begs the old master to take him on and show him the master's ninety-nine tricks. 

The old man says, ‘Look at me, I'm old and decrepit and I'm not interested." 

The young man keeps pestering the old man who says, 'Look, son, I'm fragile now and 
when І show you the ninety-nine tricks, you'll challenge me, they always do - and look at 
me, you'll make mincemeat of me.’ 


The Charge of the Light Brigade, 1968 


‘Please, oh please, master,’ pleads the powerful young man. ‘I promise | will never chal- 
lenge you! Oh please teach me the ninety-nine tricks.’ 

So reluctantly the old man teaches him until the young man has mastered the ninety-nine 
tricks. The young man becomes a famous wrestler and one day takes his master into a room, 
locks the door and challenges him. 

The old man says, ‘I knew you'd do this - that's why I didn't want to teach you in the first 
place.’ 

‘Come on, old man, there's just me and you in here,’ says the young one, ‘Let's see what 
you're made of.’ 

They start and right away the old man throws the young fellow out of the window. The 
crumpled-up young man moans up from the street below, ‘You didn't show me that one!’ 

‘That was number one hundred,’ says the old man. 

This book is the ninety-nine tricks. The hundredth trick is called talent. 


І became a repository for various strands of animation lore and I've taken all this stuff and given 
it my own twist. The goal here is to master the mechanics in order to do new things. Get the 
mechanics into your bloodstream so they just become second nature and you don't have to 
think about them and can concentrate on giving the performance. 


| remember once saying to Emery Hawkins (a wonderful, unsung animator), ‘I'm afraid my 
brains are in my hand.’ 

Emery said, ‘Where else would they be? It's a language of drawing. It's not a language of 
tongue.’ 


So everything | know about animation that | can put into words, scribbles and drawings is here 
in this book. 
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DRAWING IN TIME 


Why animate? Everyone knows it's а lot of hard work doing all those drawings and positions. 
So what's the hook? Why do it? 


Answer: Our work is taking place in time. We've taken our ‘stills’ and leapt into another 
dimension. 


Drawings that walk: seeing a series of images we've made spring to life and start walking 
around is already fascinating. 


Drawings that walk and ta/k: seeing a series of our drawings talking is a very startling expe- 
rience. 


Drawings that walk and talk and think: seeing a series of images we've done actually go 
through a thinking process - and appear to be thinking - is the real aphrodisiac. Plus creating 
something that is unique, which has never been done before is endlessly fascinating. 


We've always been trying to make the pictures move, the idea of animation is aeons older than 
the movies or television. Here's a quick history: 


Over 35,000 years ago, we were painting animals on cave walls, sometimes drawing four pairs 
of legs to show motion. 
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In 1600 BC the Egyptian Pharaoh Rameses II built a temple to the goddess Isis which had 110 
columns. Ingeniously, each column had a painted figure of the goddess in a progressively 
changed position. To horsemen or charioteers riding past — Isis appeared to move! 


The Ancient Greeks sometimes decorated pots with figures in successive stages of action. 
Spinning the pot would create a sense of motion. 


As far as we know, the first attempt to project drawings onto a wall was made in 1640 by 
Athonasius Kircher with his ‘Magic Lantern’. 
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Kircher drew each figure on separate pieces of glass which he placed in his apparatus and pro- 
jected on a wall. Then he moved the glass with strings, from above. One of these showed a 
sleeping man's head and a mouse. The man opened and closed his mouth and when his mouth 
was.open the mouse ran in. 


Although photography was discovered as early as the 1830s, most new devices for creating an 
illusion of movement were made using drawings, not photos. 


In 1824 Peter Mark Roget discovered (or rediscovered, since it was known in classical times) 
the vital principle, ‘the persistence of vision’. This principle rests on the fact that our eyes 
temporarily retain the image of anything they've just seen. If this wasn't so, we would never 
get the illusion of an unbroken connection in a series of images, and neither movies nor ani- 
mation would be possible. Many people don't realise that movies don't actually move, and that 
they are still images that appear to move when they are projected in a series. 


Roget's principle quickly gave birth to various optical contraptions: 


The Thaumatrope: A cardboard disc mounted on а top - or held between two pieces of string. 
A birdcage drawing is on one side and a bird on the other. When the top is spun or the strings 
are pulled the disc twirls, the images merge and the bird seems to be in the cage. 


The Phenakistoscope: Two discs mounted on a shaft - the front disc has slits around the edge 
and the rear disc has a sequence of drawings. Align the drawings with the slits, look through 
the openings and as the discs revolve we have the illusion of motion. 
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The ‘Wheel of Life’ (or the Zoetrope): Appeared in the USA in 1867 and was sold as а toy. Long 
strips of paper with a sequence of drawings on them were inserted into a cylinder with slits in 
it. Spin the cylinder, look through the slits and the creature appears to move. 


The Praxinoscope: Devised by the Frenchman Emile Reynaud in 1877. He was the first to create 
short sequences of dramatic action by drawing on a 30 foot strip of transparent substance 
called 'Crystaloid'. This opened the way for the tremendous advances to come. 


И 
The Flipper book: In 1868 a novelty called ‘the flipper book’ appeared worldwide and it 
remained the simplest and most popular device. It's just a pad of drawings bound like a book 
along one edge. Hold the book in one hand along the bound edge and with the other hand flip 
the pages and ‘see "ет move’. The result is animation - the illusion of continuous action. 
Drawings in time. 
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This is the same as school kids making drawings in the corners of their math books and flipping 
the pages. 


Today the ‘classical’ animator still flips his drawings the same way аз a flipper book before 
testing it on the video or film camera. He places the drawings in sequence, with the low num- 
bers on the bottom, then flips through the action from the bottom up. Eventually he should get 
good enough at it to approximate actual screen time and spot any errors or drawings that need 
altering. Now that we have the video camera with its instant playback of the drawings at film 
speed, not everyone learns to flip. 


In 1896 a New York newspaper cartoonist James Stuart Blackton interviewed the inventor 
Thomas Edison who was experimenting with moving pictures. Blackton did some sketches of 
Edison, who was impressed by Blackton's speed and drawing facility and asked him to do some 
drawings in a series. Later, Edison photographed these - the first combination of drawings and 
photography. In 1906 they publicly released Humorous Phases of Funny Faces. A man puffed a 
cigar and blew smoke rings at his girl friend, she rolled her eyes, a dog jumped through a hoop 
and a juggler performed. Blackton used about 3000 ‘flickering drawings’ to make this first ani- 
mated picture - the forefather of the animated cartoon. The novelty brought explosions of 
laughter and was an instant hit. 
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А year later Emile Cohl made and showed his first animated film at the Follies Bergëres in Paris. 
The figures were childlike - white lines on black - but the story was relatively sophisticated: a 
tale of a girl, a jealous lover and a policeman. He also gave lampposts and houses intelligence 
and movement, with emotions and moods of their own. Cohl's work prefigures the later ani- 
mation dictum, ‘Don't do what a camera can do - do what a camera can't do!” 


Winsor McCay, brilliant creator of the popular comic strip Little Nemo in Slumberland, was the 
first man to try to develop animation as an art form. Inspired by his young son bringing home 
some flipper books, he made 4000 drawings of ‘Little Nemo’ move. These were a big hit when 
flashed on the screen at Hammerstein's theatre іп New York in 1911. 


As another experiment he drew a bizarre short film, How a Mosquito Operates, which was also 
enthusiastically received. 


Then in 1914 McCay drew Gertie the Dinosaur and McCay himself performed ‘live’ in front of 
the projected animation, holding an apple in front of Gertie and inviting her to eat. Gertie 
lowered her long neck and swallowed the fruit — astounding the audience. This was the first 
‘personality’ animation - the beginnings of cartoon individuality. It was so lifelike that the 
audience could identify with Gertie. It was a sensation. 
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In McCay's words: “l went into the business and spent thousands of dollars developing this 
new art. It required considerable time, patience and careful thought — timing and drawing the 
pictures [my italics]. This is the most fascinating work | have ever done - this business of 
making animated cartoons live on the screen." 


McCay also made the first serious dramatic cartoon, The Sinking of the Lusitania, in 1918. 
A war propaganda film expressing outrage at the catastrophe, it was a huge step forward in 
realism and drama - the longest animated film so far. It took two years of work and needed 
25,000 drawings. 


Later, as an older man being celebrated by the younger funny-cartoon animators in the busi- 
ness, McCay lashed out at them saying that he had developed and given them a great new art 
form which they had cheapened and turned into a crude money-making business done by hack 
artists. 


This well defines the endlessly uncomfortable relationship between the pioneering artist/ide- 
alist and the animation industry - working to comfortable and predictable formulas. 


Still doth the battle rage... 


In the twenties Felix the cat became as popular as Charlie Chaplin. These short Felix cartoons 
were visually inventive, doing what a camera сап" do. But more importantly a real personality 
emerged from this flurry of silent, black and white drawings and Felix ‘himself’ connected with 
audiences worldwide. 


The Felix cartoons led straight to the arrival of Walt Disney, and in 1928, Mickey Mouse took 
off with his appearance in Steamboat Willie - the first cartoon with synchronised sound. 
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The brilliant Ward Kimball, who animated Итту Cricket in Pinocchio and the crows in 
Dumbo, once told me, ‘You can have no idea of the impact that having these drawings suddenly 
speak and make noises had on audiences at that time. People went crazy over it.’ 


© Disney Enterprises, Inc 


Disney followed Steamboat Willie with The Skeleton Dance. For the first time, action was co- 
ordinated with a proper musical score. This was the first Si//y Symphony. Ub Iwerks was chief 
animator on both films and a lot of the sophisticated action of The Skeleton Dance still holds 


up today. 


Disney leapt forward again in 1932 with Flowers and Trees - the first full colour cartoon. 
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Then Пе followed it one year later with Three Little Pigs. This had а major impact because of its 
fully developed ‘personality’ animation — clearly defined and believable separate personalities 
acting so convincingly that the audience could identify with and root for them. Another first. 


Astonishingly, only four years after that, Disney released Snow White and the Seven Dwarfs, 
the world's first fully-animated feature-length film, raising cartoon drawings to the level of 
art and holding the audience spellbound for eighty-three minutes. A truly staggering feat 
accomplished in an incredibly short space of time. (It's said that many of the artists booked 
themselves in advance into hospital to recover from the effort of completing the film.) 


The tremendous financial and critical success of Snow White and the Seven Dwarfs became the 
foundation of Disney's output and gave birth to the ‘Golden Аве" of animation: Pinocchio, 
Dumbo, Bambi and Fantasia, as well as the Silly Symphonies and Donald Duck and Mickey 
Mouse shorts. 
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Surrounding the potent Disney centre were the satellite studios: Max Fleischer with two fea- 
tures - Gulliver's Travels and Mr Bug Goes to Town - and Popeye shorts; Warner Bros’ Looney 
Tunes and Merrie Melodies with Bugs Bunny, Daffy Duck, Porky Pig; MGM with Tom and Jerry, 
Droopy and the great anarchic Tex Avery shorts, and Walter Lantz with Woody Woodpecker. 
Fed as they were by the knowledge and expertise emanating from the Disney training centre, 
their much wilder humour was often in reaction to or in rebellion against Disney ‘realism’ and 
‘believability’. 


But after the Second World War the situation changed. 


The arrival of television and its voracious appetite for rapidly produced product demanded sim- 
pler and cruder work. 1950s stylisation gave birth to UPA studios in Hollywood who created 
Mr. Magoo and Gerald McBoing Boing. УРА‘ approach was regarded as more graphically 
sophisticated than Disney and used more ‘limited’ and much less realistic animation. At the 
same time there was a worldwide flourishing of personal, experimental and ‘art house’ ani- 
mated films made in new ways with many different techniques and with very different content 
to the Hollywood product. Animators were reinventing the wheel stylistically but were ignorant 
of the structural knowledge developed in Hollywood's Golden Age. 


This knowledge, though residing in the hands of the originators, was generally ignored as 
being ‘old На! or was forgotten in the following thirty years. 


However, in the last few years, the renaissance of animation as a form of mass entertainment 
is giving rebirth to the old knowledge. The startlingly successful innovations of computer ani- 
mation are helping to transform animation in all it’s multi-faceted forms into a major part of the 
entertainment mainstream. Alongside this, there is also the explosion in the computer games 
industry. 


If drawn ‘classical’ animation is an extension of drawing, then computer animation can be seen 
as an extension of puppetry - high tech marionettes. Both share the same problems of how to 
give a performance with movement, weight, timing and empathy. 


The old knowledge applies to any style or approach to the medium no matter what the 
advances in technology. Most of the work methods and devices in this book were developed 
and refined in the Hollywood animation studios between 1930-1940. 


I've co-ordinated what I've learnt from various approaches and I'm presenting it here in a form 
based on my own experience in this medium - with its limitless possibilities of imagination. 


Emery Hawkins said to me, ‘The only limitation in animation is the person doing it. Otherwise 
there is no limit to what you can do. And why shouldn't you do И?" 
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| meticulously painted this poster for the 1981 London Ейт Festival. Everybody said, ‘Oh, | didn't know you did collage.’ 
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TIME ТО DRAW 


This section is really for classical animators. However, | haven't been surprised to find that most 
of the leading computer animators draw rather well, so it may be interesting to them too. It 
certainly helps enormously to be able to put down your ideas - even in stick figures. For the 
classical animator it is crucial. 


Drawing should become second nature, so that the animator can concentrate on the actual 
actions and the timing of them and give the performance life. 


When you're doing cartoons all the time, it's very easy to slide into formula drawing. During 
the making of Who Framed Roger Rabbit | found this pinned up on our notice board: 


. EPITARA oF AN UNFORTUNATE ARTIST» 
ш АРА ӨЕ л шышт мш Тест“ 
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Comic RABBITS: 
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Se tN THE END КЕ 
COULD NOT 
CHANGE THE 
TRAGIC HABITS 

THis БовМмчсд FoR 

DRAWING Comic 
RABBITS MADE, 


— ROBERT GRAVES — 


Life drawing is the antidote to this. 


When you're doing life drawing, you're all alone. One of the main reasons animators - once 
they become animators - don’t like to spend their evenings and spare time life drawing is 
because it's not a collaborative operation. 


Animation is usually a group effort, and one has the stimulus of constant interaction, both 
competitive and co-operative, with the cut and thrust, highs and lows, political factions of 
complaint and inspiration, all the tensions and anxieties, rewards and excitement of group 
production. 
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With life drawing there's no one to admire your efforts — rather the reverse. It's always shocking 
to find you're not as advanced or skilled as you thought you were, and since it's about the hard- 
est thing to do with no rewards other than the thing itself — it's no wonder few do it or stick at it. 


Most animators are exhausted at the end of a day's work and have families to go to. Also, one 
has to do a lot of life drawing to get anywhere - not just a bit at a time here and there. 


But the fact remains that there is no replacement for the hard work of solid life drawing. 


There is one payoff and it is substantial — the gradual and fundamental improvement of all 
one's work. 


Winsor McCay once said: ‘If | were starting over again, the first thing I'd do would be to make 
a thorough study of draftsmanship. | would learn perspective, then the human figure, both 
nude and clothed, and surround it with proper setting.’ 


And Milt Kahl said: “1 don't think it's possible to be a top notch animator without being an 
excellent draftsman. You have to try for the whole thing, you know, got to know the figure. 
Know the figure well enough so that you can concentrate on the particular person - on the 
difference - why this person is different from somebody else. The ability to draw and be able 
to turn things and the ability, the knowledge that enables you to caricature and to exaggerate 
in the right direction and emphasise the difference between things is what you're doing all the 
time. Any time you're doing a strong drawing of anything well, your drawing is strong because 
you're depicting why this is different from something else. You need that figure-drawing back- 
ground in order to sharpen. Every animator should have this background and unfortunately 
they don’t! You just can't know too much. If you're going to lampoon something, or do a satire 
- you have to understand the straight way. It gives you a jumping-off point. It gives you a 
contrast. You just do it and do і... and do it!" 
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Art Babbitt is blunter: ‘If you can't draw - forget it. You're an actor without arms and legs." 


But we can /earn to draw. There’s the myth that you are either a born draftsman or not. Wrong! 
Obviously, natural talent is a great help and the desire is essential, but drawing can be taught 
and drawing can be learnt. Its best to have done a ton of it at art school to get the foundation 
in early. But it can be done at any time. Just do it. 


Here are three pieces of drawing advice that were given to me - and which stuck. 


When I was fifteen years old and really keen on being an animator, | took a five day-and-night 
bus trip from Toronto to Los Angeles, and walked up and down outside the Disney Studio fence 
for days hoping to get inside. Finally an advertising friend of my mother's saw my drawings and 
rang up the Disney PR department, and they took me into the Studio for two days; they were 
very kind to me and even did a press story on me. 


It was there that | received my first piece of great advice. Richard Kelsey (Disney story artist and 
designer/illustrator) said, ‘First of all, kid, learn to draw. You can always do the animation stuff 
later.’ 


| desperately wanted to become an animator and | produced my sketches of Disney characters, 
which were kind of at the Roger Rabbit level since І was a precocious little bastard. Dick Kelsey 
looked at them and said, ‘Yes, but | mean really learn to draw." 
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SPIRIT OF 51! 
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My commercial work, age 17. 


Weeks later when | was getting on the bus to go home to Toronto, | rang Dick up and asked 
again, 'What do you think | should do?' - ‘Learn to draw!" he said. 

One great regret | have in my life is that forty years later, when | was animation director on 
Who Framed Roger Rabbit, | saw Dick in the Disney canteen out of the corner of my eye, but I 
was so caught up in the production politics | didn't break away to go over and thank him. | 
never had another chance. 


After my trip | went straight to art school and received the second piece of advice, from a great 
teacher and superb draftsman, Eric Freifield, then teaching at the Ontario College of Art. He 
looked at my life drawings and said, "Well, here's a clever little fellow who's never seen апу- 
thing.' | said, "What should | do?' He said, ‘Go to the library and look at Albrecht Dürer for two 
years.' | did. And not surprisingly my interest in animation vanished for years. 

| paid my way through art school by knocking off Disneyesque dog food ads like the one 
above - at the same time doing 'realismo social' like this lithograph of a revival meeting 
“Where the healing waters flow'. 

After that | lived in Spain for a couple of years doing paintings like these until a totally 
unexpected affliction by the animation bug got me. Forty years later a top executive on Who 
Framed Roger Rabbit kept referring to me as 'artsy craftsy' or 'artsy fartsy'. How did he ever 
know? He must have smelt it as there was no sign of it in my animation. 
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The third piece of drawing advice came many years later — | was fifty - when | was pretty 
accomplished, and it came from a much younger man. My talent is primarily ‘linear’, which 
makes cartooning easy. However, since animators have to enclose their shapes, there is a ten- 
dency to end up just drawing outlines - like colouring-book figures. In other words, animators 
don't usually draw from the inside-out, like a sculptor does. Sculpture had been my weakest 
subject - although I'd done a lot of life drawing and had a grounding in basic anatomy. 


John Watkiss — then а twenty-three-year-old, self-taught, brilliant draftsman and anatomist - 
held his own life drawing classes in London. (Recently he was one of the principle designers of 
Disney's Tarzan.) | used to hire John periodically to do presentation artwork and we were 
friendly. | went to John's evening life classes for a while and опе day John, who is ruthlessly 
honest, pointed to my drawing and said, ‘Hey! You missed a stage!" | felt like a butterfly pinned 
to the wall. He was right. | knew exactly what he meant. | was weak from a sculptural point of 
view. | was too linear. 


Years later, when I had dropped out of the ‘industry’ part of animation, I re-studied my anato- 
my and worked on drawing from the inside-out. | advanced backwards and filled in the 
missing stage. 
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| showed my ex-illustrator mother several of these life drawings when she was bed-bound just 
before she died. ‘I've been working at reconstituting myself, Mom, doing all these drawings.’ 
She looked at them carefully for some time, then said, ‘Very nice, very nice . . . Nothing new.’ 
Advice from the inside - from one's family - somehow doesn't have the same impact as from 
the outside. However my mother had once said, ‘When you go to art school, you'll find every- 
body sitting around practising how to do their signature,’ and sure enough, there they were, 
some of them doing just that. 

She also gave me this great advice: ‘Don't try to develop a style. Ignore style. Just concen- 
trate on the drawing and style will just occur.’ 

Of course there's an opposing view to all of this ‘you've got to learn to draw’ stuff. 


The great Tex Avery, master of animation's ability to do the impossible and make the unreal 
spring to life - and the first director of Bugs Bunny and Elmer Fudd - said: 


"1 was never too great an artist. | realised there at Lantz's that most of those fellows could 
draw rings around те... | thought, Brother! Why fight it? I'll never make it! Go the other 
route. And I'm glad I did. My goodness, I've enjoyed that a lot more than | would have 
enjoyed just animating scenes all my life.’ 
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Тех stopped animating and became а great, original and innovative director. The biographer 
John Canemaker said: “While Disney in the 1930s was trying to convince the audience of the 
“reality” of his characters in his film world, by creating his “illusion of life”, Tex went in the 
opposite direction, celebrating the cartoon as cartoon, exploring the medium's potential for 
surrealism.’ He never let audiences forget they were watching an animated film. 


Tex had a twenty-year run with his wildly funny approach to the medium, but he found it 
impossible to sustain. ‘I'm burned out,' he said. His colleague, animator Mike Lah said, ‘He 
didn't have any more space. He used it up.’ 


I love Tex Avery's cartoons - his drawings and character designs. His Droopy is my favourite 
cartoon character. One of the nice things about doing Who Framed Roger Rabbit was to emu- 
late Tex Avery's humour - ‘But not so brutal!’ were my instructions. Though, as Milt said, ‘You 
have to try to have the whole thing." 


I am convinced that if an animator's drawing foundation is strong, he will have the versatility 
to go in all the different directions possible at his fingertips. He'll be able to draw anything — 
from the most difficult, realistic characters, to the most wild and wacky. And it's not likely he'll 
exhaust his resources and suffer burn-out. 


Because of his strong drawing ability, Milt Kahl was usually saddled with animating ‘the Prince’ 
or Disney's ‘straighter’ characters - which of course are the hardest ones to do. Whenever any- 
one criticised his work, he'd say, "ОК, you can do the Prince.’ And they'd soon vanish. 


Word spread among the more ‘cartoony’ artists that, ‘Milt draws beautifully but he can only do 
the straight stuff and he can’t handle zany stuff at all.’ Then, between features, Milt animated 
most of Tiger Trouble, a ‘Goofy’ short. Everybody shut up, and stayed shut up. His work is a 
classic of broad and crazy animation. 


‘If you can draw funny that's enough’ is an animation myth that's been around a long time, and 
still seems to persist. This is because a few of the early animators lacked sophisticated drawing 
skills - but nevertheless were very inventive and excellent at getting the essence of the drama 
and performance. 


The myth was that all they needed was to have a good draftsman as an assistant to do the final 
drawings and everything would be fine. But in the mid thirties, when the new wave of young 
animators with better drawing skills came on the scene and learned from the old guys, the 
ground was soon littered with out-of work animators who could only handle the cruder car- 
toons. The new breed of better draftsmen took their jobs away from them. If the present boom 
in this medium ever contracts it's certain that the more skilled artists will be the survivors. 


Bill Tytla - famous for his animation of Stromboli in Pinocchio, the Devil т ‘Night on Bald 
Mountain’ from Fantasia, and Dumbo with his mother — once said: ‘At times you will have to 
animate stuff where you can't just be cute and coy. Those are the times when you'll have to 
know something about drawing. Whether it's called form or force or vitality, you must get it 
into your work, for that will be what you feel, and drawing is your means of expressing it." 
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Obviously all this doesn't apply so much to computer animators since the ‘maquette’ of the 
character is already planted inside the machine, ready to be manipulated. But since most of the 
leading computer animators draw rather well, many work out their positions in small sketches, 
and, of course, the planning, layout and story artists and designers draw exactly the same as 
their classical equivalents. 


I had an unnerving experience in Canada when a friend asked me to give a one-hour address to 
a large high school gathering of computer animation students. They had a very impressive 
set-up of expensive computers but, from what | could see of their work, none of them seemed 
to have any idea of drawing at all. During my talk | stressed the importance of drawing and the 
great shortage of good draftsmen. 

A laid-back greybeard professor interrupted to inform me, ‘What do you mean? All of us 
here draw very well." 

Words failed me. 

At the end of the talk, | showed them how to do a basic walk, and as a result got mobbed 
at the exit, the kids pleading desperately for me to teach them more. | escaped, but I'm afraid 
that's what the situation is out there — a lack of any formal training and no one to pass on the 
‘knowledge’. 

You don't know what you don't know. 


One of the problems rampant today is that, in the late 1960s, realistic drawing generally 
became considered unfashionable by the art world, and no one bothered to learn how to do it 
any more. 


The Slade school in London used to be world-famous for turning out fine British draftsmen. A 
distinguished British painter who taught at the Slade asked me, 'How did you learn how to do 
animation?' | answered that | was lucky enough to have done a lot of life drawing at art school, 
so without realizing it | got the feeling for weight which is so vital to animation. 

Then | said, ‘What am I telling you for? You're teaching at the Slade and it's famous for its 
life drawing and excellent draftsmen.' 

‘If the students want to do that," he said, ‘then they've got to club together and hire them- 
selves a model and do it in their own home.’ At first | thought he was joking - but no! Life 
drawing as a subject went out years ago. It wasn’t even on the curriculum! 


Г had a boyhood friend who became а bigwig in art education circles. He ran international 
conferences of the arts. About sixteen years ago he invited me to Amsterdam to a conference 
of the deans of the leading American art colleges. He knew me well enough to know | was 
bound to say controversial things, so | was invited as his wild card. 


In my talk 1 found myself lamenting the lack of trained, talented artists and that | was ham- 
pered in my own studio's work because I couldn't find trained disciplined artists to hire. The 
applicants’ portfolios were full of textures, abstract collages, scribbles, often nude photos of 
themselves and friends. No real drawing. | didn't realise how strongly І felt about this and as | 
talked | found myself nearly in tears. 
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My advertising campaign design for Mike Nichols’ The Graduate. A foundation of life drawing was invaluable 
when | had to draw this simple leg for this movie logo. 
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| harangued the deans of the art schools for failing in their duty to provide proper skills to their 
students. Surprisingly, when I finished, the deans called an emergency meeting to which | was 
invited. ‘Look Mr. Williams," they said, ‘you're right, but we have two problems. Number опе: 
since classical drawing was rejected years ago, we have no trained teachers who can draw or 
teach conventional drawing as they never learned it themselves. And number two: our mostly 
rich students - on whom we count for our funding - don’t want to learn to draw. They would 
rather decorate themselves as living works of art — and that's exactly what they do." 


So | said, ‘Look, all | know is that | can't find people to hire or train; but otherwise | don't know 
what you can do." 
They said, ‘Neither do we.’ 


Lately things have improved somewhat. So-called classical drawing seems to be coming back, 
but with a hyper-realistic photographic approach because skilled artists are thin on the ground. 
Shading isn't drawing, and it isn't realism. 


Good drawing is not copying the surface. It has to do with understanding and expression. We 
don't want to learn to draw just to end up being imprisoned in showing off our knowledge of 
joints and muscles. We want to get the kind of reality that a camera can't get. We want to 
accentuate and suppress aspects of the model's character to make it more vivid. And we want 
to develop the co-ordination to be able to get our brains down into the end of our pencil. 


Many cartoonists and animators say that the very reason they do cartoons is to get away from 
realism and the realistic world into the free realms of the imagination. They'll correctly point 
out that most cartoon animals don't look like animals - they're designs, mental constructs. 
Mickey ain't no mouse, Sylvester ain't no cat. They look more like circus clowns than animals. 
Frank Thomas always says: ‘If you saw Lady and the Tramp walking down the road, there's no 
way that you are going to buy that they're real dogs.’ 


But to make these designs work, the movements have to be believable - which leads back to 
realism and real actions, which leads back to studying the human or animal figure to under- 
stand its structure and movement. What we want to achieve isn't realism, it's be/ievability. 


While Tex Avery released the animator from the more literal approach in order to do the impos- 
sible, he was only able to do it so successfully because his animation was mostly done by 
Disney drop-outs who already had 'the Disney knowledge' of articulation, weight, etc. So, 
ironically, his rebellion, his “going the other route', had its basis in an underlying knowledge of 
realism. 


But don't confuse a drawing with a map! We're animating masses, not lines .So we have to 


understand how mass works in reality. In order to depart from reality, our work has to be based 
on reality. 


34 


IT'S ALL IN THE TIMING AND THE SPACING 


1 met Grim Natwick (born Myron Nordveig) in a Hollywood basement when he was in his 
eighties. Grim was the oldest of the great animators, being already in his forties when he 
animated eighty-three scenes of Snow White in Disney's Snow White and the Seven Dwarfs. 
Previously, he'd designed Betty Boop for Max Fleischer, for which he received nothing and was 
furious about it ‘til the day he died, aged 100. 


I'll never forget the image of this big Norwegian American sitting in the golden twilight, 
extending his long arms and spatula hands saying . . . 


my: -A-A-ANIMATION. «ITS AAALL 
„++ IN THE TIMING---.-A-A-ANP IN--- 
THE SPACING... ( Lone PAUSE )... 
... STRAY-Y-Y-N-NGE.... THAT THE 
AMERICANS. .... WERE THE ONES 
—- TO WORK THIS OUT... 
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The bouncing Бай says it all. 


The old bouncing-ball example is often used because it shows so many different aspects of 
animation. 


A ball bounces along, 
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and where it hits — the ‘boinks’ - that's the timing. The impacts - where the ball is hitting the 
ground - that's the timing of the action, the rhythm of where things happen, where the ‘accents’ 
or 'beats' or 'hits' happen. 


And here's the spacing. 


The ball overlaps itself when it's at the slow part of its arc, but when it drops fast, it's spaced 
further apart. That's the spacing. The spacing is how close or far apart those clusters are. That's 
it. It's simple, but it's important. The spacing is the tricky part. Good animation spacing is a rare 
commodity. 
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So we have: 


The two basic elements of animation. 


To experience this, take a coin and film it in stages under a video camera. 


First plot out the timing — where you want the ball to hit the ground. Then push the coin around 
— taking a picture at each frame - and see what looks right or wrong. Try it with different 
timings and spacing. You're already animating. You're already dealing with the important 
fundamentals and you haven't even made a single drawing. You're doing pure animation 
without any drawings. 
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Hidden in this simple test is the weight of the ball — how it feels, light ог heavy; what it's 
made of. Is it large or small, moving fast or slow? This will all emerge if you do several tests 
— which only take a few minutes to do. The importance of the timing and the spacing will 
become obvious. 


Because you did it, a certain amount of personality will creep into the action — whether the ball 
is deliberate, slow, jaunty, erratic, cautious, even optimistic or pessimistic. 


And all this, before you've made a single drawing. This reveals how important and dominant 
the timing and the spacing is. Even if the ball positions were drawn in detail by Michelangelo 


or Leonardo da Vinci, the timing and the spacing of the drawings will still dominate. 


Another interesting way to experience the difference between timing and spacing right away 
is this: 


Let's put a coin under the video camera and move it across the page (or screen) in one second 
— 24 frames of screen time. That's our timing. 


We'll space it out evenly - and that's our spacing. 


Now we'll keep the same timing - again taking one second for the сот to move across the 
page. But we'll change the spacing by slowly easing out of position number 1 and easing grad- 
ually into position number 25. 
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It still takes one second for the coin to get over there. It has the same timing - but there is very 
different movement because of the different spacing. Both start together - and both hit the 
middle together - but the spacing is quite different. And so the action is very different. 
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You could say that animation is the art of timing. But you could say that about all motion 
pictures. 

The most brilliant masters of timing were the silent comedians: Charlie Chaplin, Buster 
Keaton, Laurel and Hardy. 


Certainly for a film director, timing is the most important thing. For an animator, it's only half 
the battle. We need the spacing as well. We can have a natural feel for timing, but we have to 
learn the spacing of things. 


One other thing: The bouncing ball example is often used to show animation ‘squash and 
stretch’ — that is, the ball elongates as it falls, flattens on impact with the ground and then 
returns to its normal shape in the slower part of its arc. 

It might squash and stretch this way if it was a very soft ball with not much air in it, but what 


I've found is that you can get а good enough effect with a rigid coin — provided the spacing of 
it was right — so this added technique is not always necessary. Certainly a hard golf ball isn't 
going to bend all over the place. In other words, if you do this squishy squashy thing too much, 
everything comes out a bit ‘sploopy’, like it's made of rubber. Life ain't like that. At least most 
of it ain't. More about this later. 


Golf ball bounce, 1951 
Having established all this, let's go to lesson one: 
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Stills from Charles Dickens’ А Christmas Carol, 1972. We're starting to get better. | got my first Oscar for this half- 
hour film made originally for TV. You wouldn't think a lot of this was drawn by Bugs Bunny animators! It couldn't 
have been done without Ken Harris who carried the load on Scrooge. Towards the end, Chuck Jones (the Executive 
Producer) lent us Abe Levitow, a great unsung animator with majestic qualities. We also had help from Disney alumni 
George Nicholas and Hal Ambro. My own stalwarts were Richard Purdum, Sergio Simonetti and Roy Naisbitt. 
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LESSON ONE 
UNPLUG! 


Unplug! Take off your head phones! Turn off the radio! Switch off the CD! Turn off the tape! 
Close the door. 


Like many artists, | had the habit of listening to classical music or jazz while working. On one 
of my first visits to Milt Kahl | innocently asked: 


MILT, PO YOU EVER. LISTEN TO 
CLASSICAL MUSIC WHILE YOURE WORKING? 
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Since it came from a genius, this made quite an impression оп me. After this | learnt to face the 
silence and think before swirling my pencil around. My animation improved right away. 


This has been the case with many artists when I've passed this wisdom along. Recently, two 
previously sound-addicted computer animators were shocked to find that their plugged-in 
colleagues instantly made them objects of ridicule for not having wires coming out of their 
ears. They were even more surprised at the startling improvement in their work. 


. . . end of lesson one. 


Photo Frank Herrmann. 


Portrait of the artist after receiving lesson 1. 


45 


жене gps 


эм & © Warner Bros. 


ADVANCING BACKWARDS TO 1940 


Let's advance backwards to approach where animators were during the 'Golden Age'. And then 
во forward from there - so we can do new things. 


The thing you are going to build on must be basic. 

Everyone wants to decorate their house with interesting pieces before putting in the corner- 
stones and supports. Everyone wants to jump ahead to the sophisticated bit - glossing over 
the dull, old support work. 

But it's the thorough understanding of the basics that produces real sophistication. 

As Art Babbitt said: 

‘The knowledge that went into making little drawings come to life is in the early Disneys. 
Nobody taught us how to articulate these fanciful characters. We had to discover the 
mechanics ourselves and pass them around amongst each other. There are many styles but the 
mechanics of the old Disney animation remain." 

They had it all worked out by 1940, around the time that Pinocchio was released. 


It was a wonderful system - precise and simple. 


First we'll take it bit by bit — and then we'll put it all together. 
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(STORY OF The CHART за) INBETWEEN ) 


A very interesting thing happened when we worked with Grim Natwick. He was so old that 
each day he tended to snap back into a different professional period of his life: one day he 
would come in and do circular ‘rubber hose’ animation from the 1920s, then the next day he 
would be in a 1936 'Snow White' phase, making tons of smoothly moving drawings, the next 
day would be sharp, physical actions with plenty of static holds from his 1950 UPA ‘Mr Magoo’ 
period, then he'd be doing as few drawings as possible, as if he were animating a 1960s TV ad, 
and then the next day back into fulsome Fantasia mode. 


One day I found him drawing in ап old style - something like this: 


He wasn't just showing the arc of the action - he was indicating all the different spacings оп 
his drawing. 


1 suddenly realised that this was probably the origin of the charts that animators put on the 
edge of their drawings 


e.g. HAND HEAD TAIL 


/ ят“ 


| asked, ‘Hey, Grim - did these charts just gradually move across Ше page away from the 
drawings? 


A far-away look came into his eyes -'... Yes... 
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In the 19205, animators did most of the work themselves. Dick Ниетег was the top New York 
animator and was working for Max and Dave Fleischer on their Mutt and Jeff series. Dick told 
me they said to him, ‘Your work is great, Dick, but we can't get enough of it.’ So Dick said to 
them, ‘Give me someone to put in the in-between drawings and I'll do two to three times as 
much work.’ And that was the invention of the ‘inbetweener’. 


Dick later said in an interview that it had been the Fleischers' idea and that he just went along 
with it. But Dick actually told me that he had invented the inbetween and the inbetweener, the 
helper or assistant. 


The main drawings or extreme positions came to be called extremes and the drawings in 
between the extremes were called the inbetweens. 


EXTREME INBETWEEN EXTREME 
/ GS 5 
2 8 4) 
The chart shows the spacing. إا م‎ 


We'll put in three even inbetweens between the two extremes. 


Number 3 is smack in the middle between 1 and 5. Then we put number 2 right in the middle 
between 1 and 3 - and number 4 in the middle between 3 and 5. We've got the inbetweens 


spaced evenly. NOUSETWEERE: 
© 
ЕХПФЕМЕ 


ободо 
jd га 


/ x 5 


(EXTREMES 24 BREAKDOWNS ) 
Take the example of a swinging pendulum: The extremes are where there is a change in 
direction - the ends of the action where the direction changes. 


а 
ч) а 
EXTREME V— EXTREME 
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Because the pendulum's arm maintains its length as it swings, the middle position creates an 
arc in the action. We can see how important that middle position between the two extremes is 
going to be to us. 


OBVIOUSLY BECAUSE 
WRONG , Ще ём 
S 
SHRUNK 


Лес OF Ма 


It's obvious how important this middle position is. In the 1930s they called this the ‘break- 
down’ drawing or ‘passing position’ between two extremes. 


We'll add two inbetweens. 


ZOOS 
OOOOQOQ 


EXTREME EREAKDOWN EXTREME 
PASSING 
|" BETWEEN POSITION INBETWEEN 
| | | 
1 


1 2. E: 4- 5 


- 


Some animators underline the breakdown ог passing position because it's so important to the 
action. | have the habit of doing this because it's a position which 15 crucial to helping us invent. 
We're going to make tremendous use of this middle position later. . . 
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И ме want to make our pendulum ease in and out of the extreme positions, we'll need a 
couple more inbetweens: 


So our chart will look like this. 


What we're doing is easing in or easing out of the extreme positions. ‘Slowing in’ or ‘slowing 
оц! is the classical terminology for it, but | prefer today's computer animators’ term of ‘easing 
in’ and ‘easing out’. 


To make the action even slower at the ends, let's add a couple more inbetweens. 


Now our chart will look like this. 


Ken Harris always called it ‘cushioning’ - which is a nice way to think of it. 


Master animator Eric Larson - who became the instructor of the younger Disney animators - 
says that what animation has to have 
is a change of shape. 


So, let's change from a closed hand | \ 
to a pointing finger. — 


Ke 


If we ‘ease out’ of number 1 in order to point — number 5 - the chart will be: 


5 
EET n 
F FS 
| 23 4 s 
ЕЕ, 
— Пе 
fe cur 


Alternatively, if we 'snap out' or 'speed out' of the closed hand and 'ease in' or 'cushion in' to 
the pointing finger the chart will be: 


l 5 
E? ET 
Е ь 54 | 
Es 
тысын, 
ск 


For a more relaxed, slower action we could add more inbetweens and ease out о the closed 
hand, and speed through the middle, and then ease in to the pointing finger. 


: 4 
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The animator can get away with just drawing the two extreme positions and making а chart for 
the assistant to put in all the inbetween positions. 


1 was spoilt by being taught by marvellous, hardworking, top Hollywood animators and | had a 
few shocks when | worked with some of the lesser mortals. 


Here’s how a Hollywood hack animator might duck the work: 


A character enters screen left . . . and goes out screen right. 
Scope SCREEN 
EXTREME EXTREME 
71 #96 
7 


1 
2 NK WE Се 54 04% б, 10 
fatah " рала ааа 


То walk across the screen it's going to take 4 seconds - 96 frames. So the animator does draw- 
ing number 1 and drawing number 96 and gives this chart to the assistant and goes off to play 
tennis. He wanders back in next day and blames the assistant for the terrible result. 


This may seem far-fetched, but it does happen. 


Moving on - we know the extremes and the breakdowns are crucial to the result, but the 
inbetweens are also very important. 


The genie in the computer creates perfect inbetweens, but for ‘drawing’ people - getting good 
inbetweens can be a real problem. 


Grim Natwick constantly intoned, ‘Bad inbetweens will kill the finest animation." 


in 1934, when the novice Milt Kahl - having just started work at Disney - first met the great 
Bill Tytla, he told Tytla that he was working in the inbetweening department. Tytla barked, “Оһ 
yeah? And how many scenes have you screwed up lately?’ 
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Like most people starting out, | did all ту own inbetweens. Then I got my first ‘official’ job 
animating for UPA in London. They gave me an inexperienced assistant who drew well, but this 


is what happened: 


We had a simple character of the period, a little girl called Aurora who was advertising Kia Ora 


orange drink. "Where's the Kia Ora, Aurora?" 


She looked like this. 
| drew drawings 1 and 3 and 5, my assistant put in inbetweens 2 and 4. 


ANA 2. UN > 
= - р 
е i рада 2 


и W v 


He had ambitions as a designer and he didn't like egg-shaped eyes like this: 0 0 


He liked circular eyes like this: С) C \ 


So {һе inbetweens all went in like this: 
SY = с а А 
Ж N Б ұт e ~ 
/ ОТЕК ТА >, Хо J>. 
Z NZ М ИА WA t: 

1/ 


жена 


Тһе result оп the screen, of course, is this: 9 0 


Wobble, wobble, wobble. 
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As is common in production when racing to meet the deadline, we end up hiring anybody off 
the street who can hold a pencil. And this is what happens: 


Say a live actor is holding an animated coffee cup — 


The inbetweener from the streets doesn't understand simple perspective - so the curved top of 
the cup gets put in straight on the inbetweens. 


№ — 


Result: ‘Frying tonight.’ Wobble, wobble, wobble. E 


And if it's this wobbly with a simple thing, just imagine what it's going to be like when we are 
dealing with complex drawings. All the shapes will be doing St Vitus's dance. So the assistants’ 
or inbetweener's job is really volume control. 


A lot of assistants worry about the quality of their line - matching the animator's line quality. 1 
always say never mind the line quality - just get the volumes right. Keeping the shapes and 
volumes consistent < volume control! When the thing is coloured in, it's the shapes that we see 
- #5 the shapes that dominate. 
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Whenever we were under the gun and short of skilled helpers, we found if we outnumbered the 
dodgy inbetweens by three good drawings to two bad ones - we just scraped through with an 
acceptable result. 


GooD Good G00p 
Й s 2 4 5 
ee s=] 

BAD BAD 


When we only had two good ones with three bad ones in between them - the bad ones out- 
numbered the good ones and the result was lousy. 


Good &oob 
1 2 ER 4 5 


لالم 


BAD ВАР BAD 


If the breakdown or passing position is wrong, all the inbetweens will be wrong too. 


BAD ВАР ВАР ВАР 


When we're not accurate, here's what happens: The animator supplies а chart and wants equal 
inbetweens. This is putting them in the right place. 


Qoo © 


/ 2 3 5 


|__|... | 


But let's say the assistant puts the breakdown or passing position slightly in the wrong place - 


оо O 


| L - 


the AST. Purs 4- 
IN HERE ... NOT OK. 


v 
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ФУ О 
12 5 4 5 
НА 

ALREADY 


Nor OK. 


(THEN the IN BETWEENER 
PUTS м#з HERE 


“THEN SOMEONE 
PuS*2 IN HERE 


So: Number 4 is wrong. 
3 compounds it. 


2 compounds it more. 
O 
О 


And instead of ending up with fluid actions like this — 
© 


- we'll get this all-over-the-place kind of thing. с C ) 


One thing ап animator should never до is to leave his assistant to make “thirds'. 


1 2 A 
If we need to divide the chart into thirds - Е 
ААА е 
— the animator should make one of the inbetween positions himself — 
[ z 3 + 
IBrWN EXTREME 


EXTREME EXTREME 
— in order to leave the assistant to put in the remaining position in the middle. 
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Leaving thirds to the assistant is cruel and is asking for trouble — but it's fair to make а chart like 
this, calling for an inbetween very close to an extreme: 


l 
/ ^ 3 


— Ü | — 


3 Qs € 


MAKE ONE INBTWN CLOSER То 3 MAKE ONE IBTWN CLOSER TO 


ieee 


Сх 
23 @ 


MAKE ONE (BWN CLOSER To | MAKE ANOTHER IBTWIN CLOSER To + 


(KEYS) 


And now we come to the Great Circling Disease. For some reason, animators just love circles. 
We love to circle the numbers on our drawings. Maybe it’s because, as old Grim Natwick said, 
‘Curves are beautiful to watch.’ Or maybe it's just a creatively playful thing. 


| once worked with a Polish animator who circled every single drawing he made! 


(Ое) 09 ›@)@) © D (6) @ (9 (e) w 


‘Is animation, man! Circle! Circle! Circle!" 


You'll notice that so far | haven't circled any extreme positions. In this clear working system 
and method developed by the 1940s, the extremes are not circled, but the key drawing is. The 
drawings which are circled are the “keys'. 


Question: What is a key? 


Answer: The storytelling drawing. The drawing or drawings that show what's happening in 
the shot. 
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If a sad man sees or hears something that makes him happy, we'd need just two positions to 


tell the story. 


These are the keys and we circle them. 


These are the drawings we make first. How we go interestingly from one to the other is what 


the rest of this book is about. 


Take a more complex example: 


Let's say a man walks over to a board, picks up a piece of chalk from the floor and writes some- 


thing on the board. 


If it was a comic strip or if we wanted to show what's happening on a storyboard, we'd need 
only three positions. We'll keep it simple and use stick figures so we don't get lost in detail. 


These three positions become our keys and we circle them. 


The keys tell the story. All the other drawings or positions we'll have to make next to bring the 
thing to life will be the extremes (not circled): the foot 'contacts', the passing positions or 


breakdowns and inbetweens. 
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п = ІЙ 
Рака <—— SECONDS op 


If we time this action out with a stopwatch, we might find that our first key position at the start 
will be drawing 1. Say it takes him 4 seconds to walk over and contact the chalk on the floor — 
we'd circle the second key drawing as 96. And when he's stood up, stepped over and written 
his stuff, it might take another 4 seconds - so our third key could be the last drawing in the shot 
- 192. The whole shot would then take 8 seconds. 


Of course, we don't need to time it all out first, but before we dive into animatorland with all 
that stuff, we have to clearly set out with our keys what it is we're going to do - and we сап 
test our three drawings on film, video or computer. 


We haven't dealt with how he or she moves - whether the character is old or young, fat or thin, 
tall or short, worried or happy, beautiful or ugly, rich or poor, cautious or confident, scholarly or 
uneducated, quick or slow, repressed or uninhibited, limping or fit, calm or desperate, lazy or 
energetic, decrepit or shaking with the palsy, drunk or frightened, or whether it's a cold-hearted 
villain or a sympathetic person - in other words all the ‘acting’ stuff, plus all the trimmings — 
clothes, facial expressions etc. 


But what we have done is made it very plain what happens in the shot before we start. 


И we were to make a diagrammatic chart of the whole scene, it would end up looking some- 
thing like this: 


| E. 


Puls BREAKDOWNS AND [NEETWEENS 
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Important animators are called key animators, and word got round that they just draw the 
keys - anything that they draw is a key - and slaves fill in the rest according to the little 
charts provided by the key animators. Wrong. А key animator is simply like a key executive 
— an important one. 


Many good animators call all their extremes ‘keys’ — | sure used to. But it makes life so much 
clearer and easier if you separate the keys from the extremes. Actually, | never heard Ken Harris 
ever call a drawing a key, but he would say, ‘Draw that one first. That's an important drawing.’ 
And it was a key, really. 


Гуе worked every system, good, bad or half-baked, and experience has convinced me that it’s 
best — even crucial — to separate the storytelling keys from the extremes and all the other stuff. 
(Of course, as in our example above, the three keys will also function as extremes.) Separating 
them out stops us getting tangled up and missing the point of the shot, as we vanish into a 
myriad of drawings and positions. 


There may be many keys in a scene - or maybe just one or two - it depends on what it is and 
the length of the scene. Its whatever it takes to put it over, to read what's to occur. 


You can spend time on these keys. 


| remember once visiting Frank Thomas and he was drawing a cat. ‘Dammit,’ he said. ‘I've been 
working all day on this damn drawing - trying to get this expression right.’ 


Сометн не) 
LIKE THI 


1 was shocked. All day! Wow! That was the first time | ever saw anyone working so hard on a 
single drawing. How was he ever going to get the scene done? Finally, the penny dropped. ‘Of 
course, stupid, its his кеу!" It's the most important thing in the scene! He's got to get that right! 
And it was encouraging to see anyone that great struggling to get it right! 
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(2 WAYS TO ANIMATE) 


1. The natural way, called ( STRAIGHT AHEAD ) 


We just start drawing and see what happens - like а kid drawing in Ше page corners of a 


schoolbook - stick the numbers on afterwards. 


Disney director-animator Woolie Reitherman said, 'When I didn't know what | was doing in ап 
action, | always went straight ahead. I'd just start on ones. Half the time | didn't know what 1 
was doing. To те, it's fun. You find out something you wouldn't have found out otherwise.' 


ADVANTAGES 


— WE GETA NATURAL FLOW СЕ 
FLUID, SPONTANEOUS ACTION. 


— IT HAS The VITALITY оғ IMPROVISATION. 


— ITS VERY `СРЕАПУЕ WE GO WITH 
“fhe FLOW -TAKING ALL OF The ACTION 
AS IT COMES ALONG. 


— OFTEN the UNCONSCIOUS MIND 
STARTS ТО KICK IN: LIKE AUTHORS 
SAYING THEIR. CHARACTER. TELLS 
THEM WHATS GOING те» HAPPEN. 


— IT CAN PRODUCE SURPRISES МАС" 


— ITS FUN. 


DISADVANTAGES 


— THINGS START TO WANDER... 


— TIME STRETCHES dnd The SHOT 
GETS LONGER 2d LONGER. 


— CHARACTERS GROW зад SHRINK. 


— WE CAN TEND TO MISS The POINT 
OF The SHOT aud NOT ARRIVE АТ 
The. RIGHT PLACE AT the RIGHT TIME. 


— “The DIRECTOR HATES US BECAUSE 
HE/SHE CANT SEE WHATS HAPPEN ING. 


— [T€ LOTS OF WORK TO CLEAN UP 
"fue. MESS AFTERWARDS ~ ond IT'S 
HARD TO ASSIST. 


— [TS EXPENSIVE - бе PRODUCER. 
HATES US. 


— IT CAN BE HARD ON the NERVES - 
MAD ARTIST 2u) NERVOUS EREAK— 
DOWN TIME AS WE CREATIVELY 
LEAP IN 29 THRASH AROUND 
IN The VOID - ESPECIALLY WITH 
LOOMING DEADLINES. 
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2. The planned way, called POSE TO РОЗЕ 


First we decide what are the most important drawings - the storytelling drawings, the keys — 
and put them in. Then we decide what are the next most important positions that have to be in 
the scene. These are the extremes and we put them in — and any other important poses. Then 
we work out how to go from one pose to another - finding the nicest transition between two 
poses. These are the breakdown or passing positions. Then we can clinically make clear charts 
to cushion and ease in and out of the positions and add any finishing touches or indications for 
the assistant. 


To illustrate how effective the pose to pose method is, the brilliant Disney art director-designer 
Ken Anderson told me that when he was making layout drawings of characters for animators 
working on Snow White and the Seven Dwarfs, he drew lots and lots of key poses of Grumpy 
for each shot. Ken's drawings were then given to one of the Grumpy animators. Ken found out 
later that the guy just put charts on the drawings, handed them to his assistants and went off 
to lunch, and took the credit, for what in effect, was Ken's fine animation. 


ADVANTAGES DISADVANTAGES 


— WE GET CLARITY, — BUT AND ITSA BIG Bur: 


Пе POINT OF the SCENE 15 NICE WE MISS The FLOW. 
aud CLEAR - — The ACTION CAN BEA ВП CHOPPY 


— ITS STRUCTURED, CALCULATED, LOGICAL. А BIT UNNATURAL. 

.—— WE CAN GET NICE DRAWINGS 24d — AND IF WE CORRECT THAT BY ADDING 
CLEARLY READABLE POS (IONS. A LoT OF она оме ACTON б (T 

— ITS INOPDEP- “The RIGHT THINGS IT CAN EASILY The OTHE! Ау 
HAPPEN АТ The RIGHT TIME aud IN aud ВЕ RUBBERY aud SQUISH Y— 
-tae RIGHT PLACE IN The OVERALL TIME FQUAHY UNNATURAL 
ALLCTTED. — IT CAN BE ТОО LITERAL -A BIT 

— The DIRECTOR LOVES US. COLD-BLOODED. NO SURPRISES 

— 176 EASY TO ASSIST: — WHERES the MAGIC? 


— ITS A QUICK WAY TO WORK aud 
FREES US UP To DO MORE SCENES. 


--- The PRODUCER LOVES US 
—— WE KEEP SANE, OUR HAIR ISNT 
STANDING CN END. 


—— ИЕ EAÉN МОВЕ MONEY AS WE ARE 
SEN TO BE RESPONSIBLE PEOPLE 

Aud CLEARLY NOT MAD ARTISTS. 
PRODUCERS HAVE ^ DELIVER ON TIME aud ON 
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So it's pretty obvious the best way to work is going to Бе: 


3. (- The COMBINATION CF STRAIGHT AHEAD ad POSE To POSE ) 


First we plan out what we're going to do in small thumbnail sketches. (It's also a good idea to 
have done this with the other two methods.) 


Then we make the big drawings - the storytelling drawings, the keys. Then we put in any other 
important drawings that have to be there, like anticipations or where hands or feet contact things 
- the extremes. Now we have the structure, just as we had with the pose-to-pose system. 

But now we use these keys and important extremes as guides for things and places we want to 
aim at. After you get your overall thing - go again. Do one thing at a time. We'll work straight 
ahead on top of these guideposts, improvising freely as we go along. 

We'll do several straight ahead runs on different parts - taking the most important thing first. 
We may have to change and revise parts of the keys and extremes as we go along, rubbing bits 
off and re-drawing or replacing them. 

So: we make a straight ahead run on the primary thing. 

Then take a secondary thing and do a straight ahead run on that. 

Then take the third thing and work straight ahead on that. 

Then the fourth thing, etc. 

Then add the hair or tail or drapery or flapping bits at the end. 


ADVANTAGES DISADVANTAGES 


— WORKING THIS WAY COMBINES — NONE THAT | KNOW OF., 


the STRUCTURED PLANNING OF 
WORKING FROM POSE To POSE 
WITH The NATURAL Fete FLOW 
OF The STRAIGHT AHEAD APPROPCH. 


— ITS A BALANCE BETWEEN 
PLANNING элд SPONTANEITY. 


— ITS А BALANCE BETWEEN 
COLD BLOODEDNESS 
ond PASSION. 
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Let's take our man going over to the blackboard again. 
What do | do first? 


Answer: The keys - the storytelling drawings or positions that have to be there to show what's 
happening. Put it where you can see it... so it reads. 


What do we do next? 


Answer: Any other drawings that have to be in the shot. Obviously, he has to take steps to get 
over to the chalk - so we make the ‘contact’ positions on the steps where the feet are just 
touching the ground. 


There's no weight on them yet — the heel is just contacting the ground. As with the fingers just 
contacting the chalk — they haven't closed on the chalk yet. 


If we act all this out, we might find he takes five steps to get to the chalk and bend down. | 
notice that when | act it out, | automatically pull up my left pant leg as | bend down, then I put 
my hand on my knee before my other hand contacts the chalk. | would make an extreme where 
the hand just contacts the pant leg — before it pulls up the pants. 


These will be our extremes. We're working rough, sketching things in lightly — although we 
probably have made rather good drawings of the keys. (I haven't here, because I'm trying to 
keep it simple, for clarity). 
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contac 


к 4 с> y L j X сок 
К ги d 
(=) Tower Conner comer comer m commer = 


We could act it out, timing the steps and putting numbers on the extremes ог we could leave 
the numbering till later. | would probably put numbers on it now and test it on the video to see 
how the timing feels as his steps get shorter - and make any adjustments. 


What next? 
We'll break it down, lightly sketching in our passing positions or ‘breakdowns’, We won't get 


fancy about it now - the fancy stuff comes later in the book. For now, we'll just make the head 
and body raise up slightly on the passing positions of the steps - like it does on a normal walk. 


PASSING POSITION 
f 
BREAKDOWN Ерюн 
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We'd probably have numbers оп the drawings Бу now, and when we test it, we've got three ог 
four positions for every second - so it's easy to see what our timing is. And to make any adjust- 
ments. And if the director wants to see how we're doing - it looks almost animated. 


Now we'll make straight ahead runs on the different parts — using our extremes and breakdown 
positions as а guide - and altering them, or parts of them, if we need to as we go along. Take 
one thing at a time and animate it straight ahead. 


‘SEPARATE RUN ON HEAD 


SEPARATE RUN ON FEET 


Maybe he's mumbling to himself, or maybe he's talking - maybe his head just wobbles around 
with self love. Whatever it is, we'll treat it as a separate straight-ahead run, working on top of 
what we already have. 


We'll make another straight-ahead run on the arms and hands. Maybe they'll swing freely in а 
figure eight or a pendulum movement; or maybe they hardly move before he reaches for the 
chalk, Maybe he pulls up his pants as he moves along - or scratches or snaps his fingers nerv- 
ously, or cracks his knuckles. When we arrive at our key, we might rub out the arm and alter it 
to suit our arm action. Or delay his head. Or raise it early to look at the board. 


We can do lots of interesting things with the legs and feet, but for now we just want them to 
function smoothly, (I'm avoiding the problem of weight at this stage because the up and down 
on the head and body that we have at the moment will be adequate for now, and the figure 
won't just float along.) 


When he writes on the board, we'll treat that as a separate run. If he has long hair or a pony 
tail, we'll do that as a separate straight-ahead run. His clothes could be a separate run, baggy 
pant legs following along. If he'd grown a tail, that would be the last thing we'd put on. 
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I've shown these things in different colours to be as clear as possible. In my own work | some- 
times use different coloured pencils for the separate runs - then pull it all together in black at 
the end. | was delighted to find that the great Bill Tytla often used colours for the separate bits, 


then pulled 


To recap: 


them all together afterwards. 


Having made the keys, put in the extremes, then put in the breakdowns or passing positions. 
Now that we've got our main thing - we go again, taking one thing at a time. 


First, the most important thing. 


Then, the secondary thing. 


Then, the third thing. 


Then, the fourth thing etc. 


Then, add any flapping bits, drapery, hair, fat, breasts, tails etc. 


The general principle is: 
After you've got your first overall thing - go again. Do one thing at a time (testing as you go 
along). Then pull it all together and polish it up. Make clear charts for the assistant to follow 
up or do it all yourself. 


It's like this: 


СТО БОНО 
OR LAYOUTS. 


ТМ келең) 


““// "HU NS 


ге те RUNS ON рес? ж” 
— 
- ==” Е i 
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Of course, you can work any way you want. There are по rules — only methods. You might feel 
like ignoring all of this and just work straight ahead or work from pose-to-pose, or start one 
way and switch to the other — why not? 


What's to stop us re-inventing the wheel? Lots of people are busy doing it. But on the other 
hand, why bother? 


This method of going at it was developed through concentrated trial and error by geniuses and 
it's a wonderful basis on which to operate. Having used just about every approach going - 
including no system - I've found this is the best working method by far. Get it in your blood- 
stream and it frees you to express yourself. Use this technique to get past the technique! 


Milt Kahl worked this way. Near the end of his life I told him, ‘Now that I've been working the 
same way, | really do think that - apart from your talent, brain and skill — fifty per cent of the 
excellence in your work comes from your working method: the way you think about it, and the 
way you go about it." 


‘Well...’ he said thoughtfully, ‘you're right. Hey, you've gotten smart!’ Milt often told me that 
by the time he'd plotted everything out this way, he'd pretty much animated the scene - even 
including the lip sync. Then he'd finish putting numbers on the drawings, add bits and make 
little clinical charts for the assistant — easing things in and out. He complained he never really 
got to animate because when he'd finished plotting out all the important stuff — it was ani- 
mated. He'd already done it. 


І rest my case. 


(TESTING, TESTING, TESTING... ) 


1 always use the video to test my stuff at each stage - even the first scribbles - time them and 
test them. In the 1970s and 805, Art Babbitt used to get mad at me for it - 'Goddamit, you're 
using that video as a crutch!" 'Yes,' I'd say, ‘but is it not true that Disney first instituted pencil 
tests and that's what changed and developed animation? And don't you always say that pencil 
tests are our rehearsals?’ 


Assenting grunt. 


‘And what's the difference between rushing a test in to the cameraman at the end of the day 
when he's trying to get home, and if he does stay to shoot it, hang around the next day till 
the lab delivers the print and mid-morning interrupt the editor, who's busy cutting in the 
main shots, and then finally see your test — when we can use today's video and get a test in 
ten minutes?" 


Art would turn away, ‘I am not а Luddite.’ (Machine wreckers protesting the Industrial 
Revolution.) 


68 


Whenever Ken Harris had to animate а walk, he would sketch out а quick walk cycle test and 
we'd shoot it, pop the negative in a bucket of developer, pull out the wet negative (black film 
with white lines on it), make a loop and run it on the moviola. 


‘I've done hundreds of walks,’ Ken would say, ‘all kinds of walks, but I still want to get a test 
of my basic thing before I start to build on it." 


Bill Tytla said, ‘If you do a piece of animation and run over it enough times, you must see what's 
wrong with it.’ 


1 actually think the video and computer have saved animation! 


Certainly the success of Who Framed Roger Rabbit contributed substantially to the renaissance 
of animation, and having the video to test everything as we went along was crucial to us. We 
had a lot of talented but inexperienced young people, and with a handful of lead animators we 
were able to say, ‘Take that drawing out, change that one, and put more drawings in here’ etc. 
This enabled us to keep improving everything as we raced along, so we were able to collec- 
tively hit the target. 


Milt always said he would never bother to look at his tests. ‘Hell, І know what it looks like ~ 1 
did it!’ He would wait to see several of his shots cut together in a sequence but only to see ‘how 
it's getting over’. 


But that was his way. | have never reached that stage and probably never will. | test everything 
as | go along and it really helps. We're building these performances, so why not test our 
foundations and structure and decorations as we proceed? And since it reveals our mistakes — 
mistakes are very important since we do learn from our mistakes - we make our corrections and 
improvements as we build. 


Of course, at this stage | wouldn't have a problem routining my way through a job without 
testing - but why? 


The video or computer is there, so let's use it. 
An interesting thing I've noticed is that when animators get older their perception of time slows 


up. They move slower and animate things slower. The young guys zip stuff around. So, the 
video is a useful corrective to us old bastards. And young ones when it's too fast. 
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Before we dive into walks and all the articulation stuff, there are some other important camera 
techniques we should know about. 


The X “SHEET ) 


On the next page is a ‘classic’ exposure sheet called the X-sheet or dope sheet - the first sight 
of which is guaranteed to put any beginner or artist off the whole business. When | was а kid 
and first saw one of these | thought, ‘Oh по, | don't want to be an animator anymore. I'll just 
make the designs for other people to move around.’ 


Actually, it's awfully simple when you make friends with it. 


It's just a simple and efficient form where animators write down the action and dialogue (or 
music beats) for a scene or shot - plus the information for shooting. 


Each horizontal line represents a frame of film. 


Ci» ONE FRAME 


The columns 1 to 5 show five cel levels of animation we can use if we need them. (Usually you 


need just one or two.) —VONO mm|ü Q.AƏ 
ACTION DIAL 5 4 3 2 1 2 BG CAMERA 


| 
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m CAM EI, SHEET 
CUR DRAWINGS! Mees [e 


The ACTION column is for — =—— 
us to plan out our timing — how с ДА - 
long we want things to take. 2 t 
ӘЛЕ; 


a E 
The D/A L column is for ДЕ | т | 
the measurement of the а ЕКЕ TICUCESINS 


3 га 
12- 1 liz ZOOMS NDS A 


s GAMERA INSTRUCTIONS 


ИЕ CAMERA 
FOLDWG WHAT 
УМЕ ҮЕ INDICATED 
IN THIS COLUM 
WE PUT ANY 


кты 


НЕРАВНА 


НА 
NY 


pre-recorded dialogue and 
sometimes the breakdown 9 \ 
of music into beats etc. \ Я 17 


This ‘classic’ X-sheet is : 21 i 
designed to hold 4 seconds of i 
action (1 second = 24 frames). За: 


It Наз darker lines to show = 21 
the footage, which is 6 feet 12 

of film (1 foot = 16 frames). 
Many animators always ! < LI 
number the footage going 48^ - 
down the page. : 


I've also written іп the L— [a aa 
camera dial numbers - the ' кенен Е ЕЕ 
frame numbers in the camera а 
column. 


Some animators time things TE 
out by thinking in seconds. ---- 
Others think іп feet=2/3 of | t 
а second. 


Ken Harris thought in feet 
and would tap the end of his 
pencil every foot. | think in 
both seconds and feet, but 
seconds is easier for me. 


Also, you can think in 1/2 \ 
seconds = 12 frames to a half \ = 
second. That's march time, 


which is quite easy. = = 
ке” 


bear with те here - you 
obviously have your own sys- \ \ 
tems of timing.) ЛЕНЕ 


(Computer animators please | 5 
\ n 


We'll plan out the action using the action column. 


Ken Harris always said, “Come on, now, you can 
have fun doing the drawings later, but do the 
important part first — time it all out.’ 


So we'd use a metronome or a stopwatch and I'd 
act it out several times, and we'd mark down on 
the sheet where things would happen. 


Let's take our man walking over to pick up the 
chalk: 


We've got him taking five steps to reach the chalk. 


When | act it out, the first two steps are leisurely - 
16 frames long (2/3 of a second). 


Then during step 3 he sees the chalk, and this step 
is slightly quicker - 14 frames. 


His fourth step is quickest - 12 frames. 


On step 5 he slows up slightly - 14 frames and 
he's already started bending down, which 
takes over 2 feet till his hand contacts the chalk. 


I've got him tucking up his pant leg above the 
knee as he goes down - which takes 8 or 10 
frames. 


Of course, we can change all this as we work, but 
this becomes our guide and the points to aim for 
as we go along. 


Now we can put the numbers of these drawings on 
the page as I've done here. 


incidentally, although numbers 1 and 96 are keys 
and we've circled them, we don't circle the num- 
bers on the X-sheet. 
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The five available ‘cel’ levels on this X-sheet are there so we can treat each character or element 
separately. 


Why have different levels - why not draw everything on one level? 


Answer: You can, but what do you do if you want to change the timing on one or two parts of 
the action and leave the other bits as they are? However, it's a good idea to try to keep to just 
one or two levels for simplicity. 


If we wish to use all five levels, start with the main action on level 1. Say a man walks in from 
one side of the screen and a cat walks in from the other. We animate our main action man on 
level 1, and the cat on level 2, adding а "С" after the cat numbers: 1-С, 2-С, 3-С etc., so as not 
to confuse it with the man drawing. The man drawings, or main action, don't need an iden- 
tifying letter. 


If a woman passes in front of them, we'd put her on level 3, adding a 'W' behind her numbers. 
If a truck was to stop in front of them, we'd use level 4 for the truck and add a 'T' to the 
truck drawings. 
If it's raining, we'd put the rain drawings on level 5, adding an 'R' after the numbers. 


The X-sheet would look something like this: 


RAIN TRUCK WOMN CAT MAN 


\ 
< 
= 

' 


° 

“ 
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LÀ 
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CAMERA INSTRUCTIONS 


1- 


ЖЕ КЕ И 9 


-поме | Ao} 
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АУ) 


3 DEG HESE 


ete i 


ete 


This system obviously enables the cameraman to stack his levels correctly - working from the 
bottom up - and take a frame of film with all the numbers across matching the dial number on 
his camera. 

But there is one very important thing here: 


EM 
( ARE YOU A MEMBER OF KiSS =) 


Keep It Simple, Stupid! 


Use simple numerical sequences! Animation is complicated enough without making it any 
worse. 
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My years in England taught me that the English just love complexity. A very brilliant friend, 
who is a top Oxford mathematician, called me up and said, ‘We're about to penetrate your prin- 
cipality.' | said, ‘You mean you're coming to visit?’ ‘Indeed.’ ‘Wow,’ | said. ‘You just used nine 
syllables to say what a North American would say in two! Vi-sit!’ 


We sure used to pen-e-trate-our-prin-ci-pal-it-y with our exposure sheets until Ken Harris 
joined the team, 


They looked something like this: 


ACTION CAMERA INSTRUCTI 


tA 


чз j~ 


Can you imagine trying to make any changes or improvements when you're weighed down 
with numbers like this? It would be like re-numbering the Encyclopaedia Britannica. 


Not only were our numbers complicated, but our action went from two frames to three frames 
then to four frames, bumping along then back to two frames etc., giving a jerky stop-start result 
to the movements. 


When we had just one level of action ~ say it's a tiger - everyone would call the drawings T1- 
1 and T1-2 and T1-3 etc. One day | asked, ‘Why are we doing this?’ The answer from the head 
of the department came, 'So we know it's a tiger.' 'But we can see it's a tiger! Why not number 
it simply 1 and 2 and 3?' Answer: 'That will just confuse the painting department.' 


And it's not just the English who can overcomplicate! | once saw the working sheets of an 
established American animator who's written two books on the subject, and his numbers 
looked like this: 


All smudged and rubbed out 
and re-entered... 


74 


(CAME THE DAWN... 2 


And then the first real live master animator arrived to work with us. Оп his first = 
day Ken Harris lightly pencilled in simple numbers going down the page on г £ 
‘twos’, that is, two exposures per drawing. That was the first time | ever saw 


anyone go down the page on twos! 22 
2 
Ken usually planned his action on twos: twelve drawings per second, shooting = 
each drawing for two exposures, instead of working on ‘ones’, one exposure —] - = 
for each drawing, which is twenty-four drawings per second - twice the amount L— 
of work. 
ar 
Ken was from Warner Bros - used to tight budgets; the animators had to et BE EE) 


produce ап average of 30 feet (20 seconds) а week ог Бе fired. 


Since most normal actions work well on twos, Warner animators tried to 
avoid putting actions on ones. 


When he needed to go onto ones for fast actions (runs 
etc.), he'd just number it in on ones. i.e. 


Then he'd go back on to twos 


‘Ok, Ken, but what do you do when 
you've worked it out on twos, but 
you find you want to add in ones to = 


smooth it out more?’ p 


Answer: Add 'A' drawings. 


—|28 | 


Great, so now all this TXL-1 апа РР-2 
3/4 stuff goes out the window. We're —4eal 


<! 
not weighed down with meaningless = 
technology. It becomes simpler to 
ES 
work and easy to make changes and 
improvements and we start getting Г Ая 


better. 


But there is an even better and simpler system! 


(the BEST NUMBERING SYSTEM ) 


Milt Kahl called it his system, but | suspect that the good guys at 
Disney all discovered it around the same time - it's so logical. 


Just use the camera dial numbers for the drawings. Go down the 
page on twos but use odd numbers. 


Then if we do need to smooth something out or we need very fast 
action, we just add in the ones. 


Milt told me, ‘Whenever | see my drawings with odd numbers 
on them, | know I'm on twos and when | see even numbers, | know 
I'm on ones." 


1 asked, ‘What do you do when you want to get into a hold - just 
indicate you're holding that drawing with a line? And when you come 
back in do you start again on the dial number?’ 


AQ 
Answer: ‘Yes. Come back in on the dial number." 


Not only does this make it easy for shooting, but it's 

easier when you do need several levels of action. 

We've now got the same dial numbers horizontally a 
across the frame of film. 


5 | 4 3 2 | 1 САМЕРА 


- = Е аи 

ELT Ll : cC L= А 1 МЕС 

Е | | ded E 
g E ) 3 g ja 

4-С| + _|4 
5 5 | © 5 5 
= | | ! 6 | 6 
таза те T7 1 1 | 
1 8 | 8 


So, just go down Ше page with odd numbers - оп twos - 
and drop in ones when you need them. 


It's simpler and frees you to concentrate on the work. 
Boy, did my output and quality improve! 


There are a couple of other things to mention before we start in 
on the great argument of ones versus twos. 


76 


There's a very important thing | learned from Ken Harris. | know it 
sounds crazy - but if you have a series of В drawings - don’t put 
the B in front of the number. i.e. 


Put the B after the number. i.e. 2 
+ 


5 


We want to think as simply as we can. Ken said, ‘Look, you don't call me Mister Ken. Put the 
letter behind so all you think of is the numbers.' Put any formality or whatever behind. It may 
seem mad but it helps you do more work. Try it. All we're really doing is thinking of series of 
numbers from 1 to 10. Anything to keep it simple. Nobody could figure out how this sick old 
man could produce so much work - and of such high quality. He just kept everything as simple 


as could be. 


Two more things: 


The only time you should circle a drawing on the X-sheet is when 
a cycle of action re-starts - when we're repeating the same set of 
drawings. We circle drawing (1) to alert the cameraman that it's 
out of sequence with the normal dial numbers. 


Then we circle the drawing in the correct dial number when we 
come back to a normal sequence. 


My tule is: The only time you ever put a letter 
in front of a number is when you have an overlay cel 
(of something in front of the characters). 


Then you put O-1 (for the overlay cel) or for a held cel 
(somebody's stationary feet, for example) and call it H-1. 


TABLE HED 
ОУУ FEET 2 
3 вс 
I 5 TE ТЕТЕ 
| 
m 


T 
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(пе GREAT ONES aud TWOS Emme ) 


Some people always complicate the numbering by calling ones and twos, 'singles' and 'dou- 
bles’. In fact ‘singles’ is from a 1940s term for inbetweening when the animator did drawings 
1 and 3 and 5, made ап evenly-spaced chart and said to the assistant, ‘I’ve left you singles.’ 


/ < > 


ГА 


2 4 


2 


But when to use ones and when to use twos? 
The rule of thumb is — use twos for normal actions and ones for very fast actions. For instance, 
runs always have to be on ones - normal ‘acting’ оп twos. 


i.e. single іп betweens 


Walks can function nicely on twos, but they're going to look better on ones. 


Obviously, life is on ones (or whatever speed we film it on), but twos work well for most 
actions and, of course, it's half as much work as doing it on ones. And half as expensive! 
Working on ones is twice as much work and expense all the way down the production line. 


Apparently, іп the early 1930s as Disney's animators got better and better, costs were sky- 
rocketing, and since twos work for most things, they tried to stay on twos whenever they 
could. 


A lot of great animators even say that twos are really better than ones, that ones lead to a 
mushy result, that broad, fast actions on twos ‘sparkle’ and adding ones diminishes: that 
vitality. Well, yes, this is true if the ones are just dumb, mechanical inbetweens. 


My experience is different. I've found that if you р/ап for ones, the result is usually superior to 
twos. 


| feel that twos are an economic answer to an artistic question. With twos being half the 
work, everybody gets to go home on time, and why would / make a case for ones? Hell, | was 
a studio owner. 


When | was re-learning all this stuff, | would wait till my animation on ones was traced and 
painted, then I'd shoot it on ones as planned and then I'd take out every other cel and shoot the 
rest on twos to see if it ‘sparkled’ and was better. 


In all but one case, ones worked better. The time the twos worked better was when | had an old 
lady pulling out a doctor's stethoscope from her pocket. The ones produced a very smooth 
movement. 
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It worked just fine, but then | removed every other painted inbetween and shot И оп twos. И 
was better on twos! | cannot figure out why - it just was better. 

So they're partly right, | guess. But | became addicted to using ones whenever | could — ones 
seem to make for compulsive viewing and that's what we're after. 


Art Babbitt used to nag at me for using ones. ‘That's too realistic - one of the things about ani- 
mation is that it's not like life!’ But | would often add ones to Art's work when he wasn't look- 
ing and it came out better — and he liked it better. 


Computer animators have everything on ones - with perfect inbetweens - and it hasn't dimin- 
ished the appeal of their work — rather the reverse. And twos tire the eye after a few minutes. 

| feel that ones are twice as much work, but the result is three times as good. Compulsive view- 
ing, easy to watch. 


I think my co-animator Neil Boyle said it best : 

‘Twos work - ones fly." 

And Ken Harris, who spent most of his life working on twos, would say to me when I'd be 
putting ones into his stuff, ‘Oh, it's always better on ones." 


There's one thing that always makes me crazy. When you have a character animated on twos 
and the camera is panning with it on ones you get stroboscopic jitter. Either pan with it on twos 
(not great) or add in single inbetweens so it doesn't strobe! 

Some of the really good guys do this. It's a mystery to me. Why don't they add single 
inbetweens so it doesn't strobe? 

Maybe its because a lot of things don't show up on the pencil test. It's when it's coloured 
in that we see the bumps. 


CONCLUSION 


It's a combination of twos and ones. Not only but also. 

Normal actions on twos - which is the bulk of our work anyway. 
Fast or very smooth actions on ones. 

Normal spacing on twos. Far apart spacing on ones. 


| 
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(The ТОР and BOTTOM PEGS BATTLE. ) 


An endless debate has gone on among classical animators about whether to register the draw- 
ings on top pegs or bottom pegs. At present, bottom pegs seem to have won out; most people 
seem to be animating using the bottom pegs to hold their drawings. 


Frank Thomas has said, ‘Getting off the top pegs and working on bottom pegs has actually 
advanced the art of animation because you can roll the drawings as you work and see what's 
happening - whether the creature is doing what you want.’ And that's had a tremendous 
influence. (Disney animators all work on bottom pegs.) 


Alternatively, Ken Harris spent his life on top pegs and would flip his drawings and see what's 
happening - whether the creature is doing what he wants. (Warner animators all worked top 


pegs). 


Ken would sometimes go red in the face and explode, ‘You know who started that whole 
bottom pegs business? A goddam lazy cameraman who didn't want to be bothered reaching 
all the way under the glass pressure plate to place the cels at the top! He's the bum who 
started bottom pegs!" 
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It comes down to something like this: 


If you only have four fingers you can still roll 
ще four sheets at once, plus the bottom drawing 
— giving us five images. 


VERSUS 


Ken would stretch an elastic band around his 
pegs to make flipping easier as he drew - with- 
out having to take the drawings off the pegs. 


When Ken had calmed down, he used this example: 


SAY | WAS OFFERING YOU А CIGAR, FROM A CIGAR BOX = 
WOULD YOU LIKE МЕ Tó PRESENT IT TO YOU 


Like THis? OR Like THUS? 
ж X = 
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And what's going to make it easiest to draw? 


LIKE THS? 


Add to this the fact that most of the discs that animators use are made of heavy metal with inset 
panning bars with screws to tighten and release them for sliding pans. It's pretty awkward with ~ 
all these points sticking up and we unconsciously have to dodge the pegs as we draw. 


Ойон! оисы! 


The engineer who made most of the equipment for my English studio arranged the panning 
bars differently every time. | had to fire a guy once, and his close friend - who was very talent- 
ed - quit with him. To get even with me they ordered a special disc (on the firm) made with 
three panning bars for different field sizes, top and bottom - six in all! By the time you added 
in the screws it looked like this: 


HOW WOULD You UKE TO 
DRAW ON THIS? You COULD 
END UPIN (NTENSIVE CARE, 
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But how often до you really use the panning bars? Not too often, in ту experience. 


One day about fifteen years ago | found layout artist and designer, Roy Naisbitt, working on a 
big piece of white plastic Perspex (Plexiglass) with a peg bar just taped on to it. 


What a solution! 


You tape the pegs on wherever you want, top or bottom. 
Also, | keep a heavy metal disc with panning bars beside the desk for when | very occasionally 
need it for a mechanical pan. 


ve 


This also allows you to tape on taller pegs to carry more drawings if you're on top pegs. The 
shorter peg bars are OK for bottom pegs, but the drawings keep falling all over the floor. Again, 
an elastic band helps. 


I'm delighted to see that Roy's solution has spread through the industry, as Гуе seen several 
animators walking around in Hollywood with Perspex discs and a taped-on peg bar tucked 
under their arms. 


It works just fine. | animated the first close-up on Who Framed Roger Rabbit in a Welsh hotel 
room with a Perspex disc on my knee - and top pegs! 


| work both ways. Again, it's not only but also. Top pegs is great for drawing and bottom pegs 
is great for rolling. Take your pick. 


Obviously, computer animators are free from all this tactile nonsense - but I'm sure you have 
equivalent stuff to cope with. Having started out as a drawing animator, Jim Richardson, now 
a computer animator, told me that when he first switched over to the computer, he found it was 
like 'animating with a microwave'. 
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MORE ON SPACING 


Somebody once said an animator is something between an artist and a garage mechanic. 
Here's more nuts and bolts from the garage - but very interesting ones, and it really helps to 
know them. 


Ken Harris showed me this one: 


Say we've got a telephone pole moving up quickly in perspective. Where do we put our middle 
position? 


You'd put it in about here, right? 
84 


Wrong. Even after fifteen years’ experience | got it wrong. And nearly every professional I've 
asked since has gotten it wrong. 


Here's where the middle position is: 


Rule in the lines like this and the cross point tells us it's here. At least technically, And just keep 
doing it: 


This works well for fast moves. However, for more normal moves it's best to cheat it — split the 
difference — and come back about half way to where our first guess was. Do that throughout 
and you'll get a better result. 


FIRST 
857 Té uy 


RIGHT 
. * HERE 
WE ALL KNOW FROM EXPERIENCE a = INCIDENTHLY- DUST SAYS , 
HOW THiS MIPPLE — E I n IN The SAME PLACE -DOESNT 
POSITION WORKS = I “TRAVEL Ман The CAUSE OF iT. 


роке! . Драва UP- Nora: 
ae ok EH | еден 
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“he SAME THING Yo ] SHY A DISC 

APPLES А FRONT. : Vey IS SPINNING UP 

VIEW OF SOMEBODY f TOWARDS ив - 
OR SOMETHING и 

COMING UP AT US = 


FAST: ) & 


ANP Те Ро WITH the SAME SORT OF THING: 
ТАКЕ 4 POSITIONS OF A BALL REVOLVING NOW ADD IN The MIDDLE POSITIONS 24 SEE 
AROUND A CENTRAL POINT = HOW CLOSE THEY ARE TO The CUTS DE OF the ARC, 


i 
DOWN р 
ыз | 
i г. 
i 
© * 
ADD IN the NEXT MID POSITIONS ad The FURTHEST The. POINT IS THAT Пе SPACING OF The 
ONES WILL ALMOST COVER UP The OUTSIDE BALLS. INBETWEENS WILL CLUSTER AT ~The EDGES 


OF Ше SWING AROUND 


bec / 


WE CAN INCREASE Пе PERSPECTIVE BUT 
IT STILL CLUSTERS AT the EDGES СЕ the ARC ARCUND 
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So when we're going to turn а head, it's going to Бе Не same kind of thing: 


А To е 
дет Завет CC ^N 


SHOWED US ) 
THIS — / 


IF WE JUST INBETWEEN IT — 
IT WILL LOOK LIKE the FEATURES 
SLIDE AROUND The HEAD WHILE 
“Пе HEAD REMAINS STATIC ~ 


SO WE DISPLACE THE 
MIDDLE POSITION TO MAKE 
IT CONVINCING — 


ALSO WE TEND To 
LOWER. OHE HEAD * 
ОМ А TURN. 


— 


Incidentally - on a head turn, Ken Harris showed me this: 


A= 
20 
A 
» M Led Ї 7 


Do it yourself or have somebody else hold up two fingers. Look first at one, relax, then turn the 
head round to look at the other finger. During the head turn, something interesting will hap- 
pen. The person will blink. The eye, switching focus from one side to the other, will blink en 
route. (Unless they're frightened – then the eyes will stay open.) 


So WE'LL. PROBABLY 
BLINK DURING The TURN- 
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СО? INEETWEEN MISTAKES ) 


А MALLET НПЕ А NAIL 
WHICH BENDS - 
AND WE WANT ONE IN BETWEEN 
RIGHT IN THE MIDDLE. 


/ 3 


= *i | #3 


OUR HELPER, МНО IS 

PLUGGED INTO A CD, 

PHONE ОР. WHATEVER, 
POES PRECISELY 


WHATS REQUESTED AND | 
PUTS IT RIGHT 
IN THE MIDDLE... С Е а 
\WELL, | FOLLOWED F 
YOUR GHAer. " z 
LATER THE SAM fi | 
ATE Е Е 
PLUGGED-IN PERSON AND PUTS IT OEN(OUSLY 
PUTS IN A DROP OF RIGHT IN THE THE CHANGE 
Др "eae Ch Bice Ch 
ti 
THESE TWO POSITIONS. CONTACT. 
2 
| GOT TO USE 


IT GOES ON AND ON: 


Е С) 
СОРТ RUBBER OF COURSE 
BALL FALLING = С) SHOULD Ee. 


] z 


Q 
БЕ ты С. 


2- 
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OFTEN WHEN 

FACED WITH А 

А BREAKDOWN ي‎ 
HALF WAY BETWEEN - 


WE GET 
“THIS - 


“WELL, | PUTIT 
ЕЕНТ IN the MIDDLE 
LIKE YOU SAID = 


THIS IS RIDICULOUS BUT The 
EQUIVALENT OFTEN HAPPENS 
WITH COMPLEX INBETWEENS- 


Every drawing is important. We can't just have brainless drawings joining things up. In one 
sense there are no inbetweens - all the drawings are on the screen for the same amount of time. 


AND, IGNORING OUR- 
TELEPHONE POLE PRINCIPLE... 


“Bur le т | m Irs E 
RIGHT | MIDDLE. GOT то THINK IN 
Е TERMS OF MASSES ! 


WHEN A GOLF CLUB 
HITS A HARD GOLF BALL- 


Bur (T WOULD, 

AT Ше MOMENT GO BACK TO ITS 
OF IMPACT WE MIGHT OWN SHAPE WITHIN 
DISTEND Тие SHAPE VERY FEW FRAMES . 
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Ideally the inbetweener should understand and be able to complete eccentric actions. 


| NOT Уу 
\ вит N SL 
JUSTA 
STRAIGHT i^ / | LI NC 
IN BETWEEN и EN 


—= Bic EE ست‎ 
AND NOT LIKE ur BUT LIKE THIS - 
( WATCH YOUR. ARCS ) 


Most actions follow arcs. Generally, an action is in an arc. Most of the time the path of action 
is either in a wavelike arc or in a sort of figure 8: 


vids 


adii. ro EE no ca 


But sometimes it is angular or straight. Straight lines give power. 


ме ARG SHORT PISTANCE 

--55-----------4-----66 ао STRAIGHT 
RE LLL < 

жел” LONG DISTANCE 

== ARC GOES IN AN ARC 


Hie АРС, OF На ACTION 
GIVES и Це. 
CONTIN HOUS FLOW 


IN THIS ARM SWING- 

the WEST IS LEADING: 
The ARC md The 
HAND PRAGS. 


AND OF COURSE The BONES 
DONT SHRINK aud GROW - 
THEY MAINTAIN THEIR 

LENGTH 


OBVIOUS 
RIGHT Mw 


ne 
m 
oe 
о 


DO НЕ JOIN THEM UP LIKE THIS? —OR LIKE THIS? 


WELL GET AN UTTERLY DIFFERENT RESULT - SO КЕ ROLL OR FLIP the DRAWINGS 
To МАКЕ SURE WHAT е, ARC OF Ше ACTION OR PATH OF ACTION SHOULD BE. 


1 


ОРТЕМ "ui e 
WE GET THIS- / ° 

USUALLY 7° 43 
WE GET THIS - N | 


6? ° 4 
NEITHER ONE THING NOR THE OTHER k. ae a 
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IE IT ISNT N the ABC OE, PATH OF ACTION - ще. ANIMATION WILL NOT FLOW. 
GOT То GO WITH the FLOW, USING ARCS (UNLESS A STRAGHT (S REQUIRED.) 


The stuff on these pages looks awfully simple set out like this – ‘Oh, | knew that.’ But as soon 
as we get into sophisticated images and actions this all tends to go out the window. 


| recently heard about a Hollywood assistant, a talented draftsman who was working on real- 
istic horses (about the hardest thing there is to animate). He drew the stuff beautifully, but he 
just couldn't get the hang of keeping things in the right arcs. His directing animator, James 
Baxter, finally suggested he take a blue pencil and just trace the horse's eye positions sepa- 
rately and look what was happening to the flow. Clink! The penny dropped. 
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92-9 Og 
BEFORE AFTER. 
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So we're back to the old bouncing ball again. 


These basic things are so important. Most animators would say scornfully - ‘Oh sure, the 
bouncing ball - everyone knows that.’ But do they? 


TAKE A HEAVY BILLIARD OO Г MEAN, YOu COULDN'T © 
SALL- IT WILL SPEED , HAVE A HEAVY BILLIARD 
UPAS IT DROPS - WONT IT? BALL SLOWING UP AS 


% ІТ FALLS, COULD YOU? O 


Cx ж © 


Bur ТИВ |5 EXACTLY 
WHATS INA PERENNIALLY 
PUBLISHED INSTRUCTION 
0 ? BOOK FOR. AV/MATERS, 
AGAIN, ITS ALL IN The TIMING oud IN The SPACING! 


(GETING MORE MOVEMENT WITHIN Ще MASS ) 


Now we can start getting more sophisticated. We're going to keep finding ways to get move- 
ment within movement, action within action — getting more 'change', more bang for the buck. 


92 


Ken Harris showed те how to exaggerate а НИ. 
Say a creature shoots through the air to hit a cliff: 


We'd need about five drawings - even spacing on the head - to get him over to the cliff. 
The figures overlap slightly to help carry the eye - on ones, of course, because it's a 
fast action. No inbetween between 5 and 6. 


To get more impact, more power to the hit, add in another drawing where he just touches 
the cliff, just contacting it before he's flattened on the following frame. This will give more 
‘change’ - action within action. 


Now to give it yet more impact, we take out drawing number 5, throw it away, 
and stretch out the drawing that's touching the cliff. It becomes our new number 5. 


есегіне Чт? 


Now our action kind of leaps а one frame gap. We won't see it, but we'll feel it and it will 
give a much stronger impact to the hit. 


There's an interesting thing here which takes us right back again to the bouncing ball. 


In 1970 | showed Ken an early edition of Preston Blair's animation book when | was question- 
ing whether we need that amount of squashing and stretching of things. (You can gather by 
now that I'm not too keen on “rubber duck' stretching around - although twenty-five years later 
that was what was required on Who Framed Roger Rabbit, a cartoon of a cartoon.) | noticed 
that Ken, though famous as a broad action animator, used squash and stretch rather sparingly. 
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| had the page open оп the bouncing ball. It was like this - which certainly works ОК. 


~ 4 a 
{го 7 ғ 
(А АС До) Ge) 
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Ken said, ‘Yeah, sure, but wait a minute - never mind that. We can make this much better. We 
need to have a contact in here before the squash.’ 


QO 


Le қ 4 
` 
& Сонтст Сонтаст 


‘Put in a contact where the ball just touches the ground and then it squashes. That'll give it 
more life.’ (Move the preceding drawing back a bit to accommodate it.) 


Q 
ЖЕРІ 


‘And do we do the same when it takes off again?’ Answer: ‘Not in this case - just when it 
contacts. You get the "change", then it's off again." 


The animation grapevine flows like lightning: 'Did you know Ken Harris in London has correct- 
ed Preston Blair's bouncing ball?' Preston's next edition came out like this: 


Perfect. 
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This is not done to show disrespect for a skilled animator like Preston, who was the first 
classical animator to make real animation knowledge accessible, or to put him down in any 
way. Ken was just showing an important device to get more action within the movement. 


Ken continued, showing the same idea with a frog. 


‘Have him contact the ground before he squashes down. Then keep his feet contacting the 
ground as he takes off. That'll give more change to the action.’ 


Next, a jumping figure. 


‘Have at least one foot contacting the ground before the squash down, then leave at least one 
leg still contacting the ground as he takes off again.’ 


This is great because we're getting more ‘change’ – more contrast — straight lines playing 
against curves. We're doing it with bones as well as round masses. We can use straight lines 
and still get a limber result. More on this later. We don't have to be stuck with rubbery shapes 
to get smooth movement. This will also free us from having to draw in a prescribed cartoony 
style because it ‘suits animation’ and is 'animatable'. 


I'm using crude drawings here because | want everything to be crystal clear. | just want to show 
the structure and not get lost in an overlay of attractive detail. 
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(пе ELONGATED INBETWEEN ) 


In the 1930s, when animators started studying live action film frame by frame, they were star- 
tled by the amount of transparent blurs in the live images. In order to make their movements 


more convincing, they started using stretched inbetweens. Кеп used to call them 'long-headed 
inbetweens'. 


For a zip turn — on ones - although it also works for two frames: 


BY DISTENDING 
Та HAND ON А FAST 
MOVEMENT 
WE CAN CREATE 
AN OVERLAP. 


2. 2 
/ 2 2 2 | / 5. pret Des 
Xu LT 
Let's take these drawings of pounding a door. Shoot the inbetween (2) on — 3 
ones. This is one of the very few cases where you can shoot the sequence in > БЕР56 
reverse. It will work on ones — ог with just the inbetween оп ones and the n UR 
extremes - (1) and (3), on twos. = = 
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In the late 19305 when tracing and painting the drawings оп to се!5 was all done by hand, many 
painters became very adept at “dry brushing' the desired transparent live action blur effect. 
Animators indicated the blur on their pencil drawings and the ‘dry brushers' would cleverly 
blend the colours together to simulate the transparency in the blur. 


After the 1941 animators’ strike and World War И, budgets shrank and so did the use of skilled 
backup painters. But a lot of animators just kept on indicating blurs and it became a cartoon 
convention to just trace this in heavy black lines - ignoring the fact that the dry brush artists 
were long gone, 


With characters just vanishing from the screen, Ken told me: 
"We'd have this witch up in the air laughing and then she's gone. Instead of making a blur we 
just used to leave hairpins where she was." 


УШ 
4 2%” 
را‎ 


“We learned that from the Disney guys in a fish picture. They'd have these little fish swim- 
ming around and something would scare them and they were gone - that's all — with just a 
few bubbles for the path they took." 


+ Оез Oso so га. бло 
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In the early days, speed lines were а hangover from old newspaper strips: 


Then they were used in animation to help carry your eye. But they're still around now when we 
don't really need them. You don't even need to show the arrow entering. We have nothing and 
then it's just there — maybe with the tail vibrating. 


NOTHING По RESULT ~ 


We DONT NEED ‘SPARKS’ 
| EITHER. IF the ANIMATION 
HAS POWER WE WONT NEED 
LITTLE BLACK LINES AROUND 
IT TO GWE IT STRENGTH. 


However, | find the elongated or 'long-headed' inbetween is very useful — not just for a zippy 
cartoon effect, but also for use in realistic fast actions: 


Е ) ugr SHOW 
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Again, we're returning to the original purpose - emulating Ше transparency of broad, live 
action blur movements. It's especially suitable with ‘soft edge’ loose drawings — where the out- 
lines aren't sharp and enclosed like colouring book drawings. 


The MAJOR. BEGINNERS MISTAKE ) 


TA 


Doing too much action in too short a space of time, i.e. too great arm and leg swings in a run. The 
remedy: go twice as slow. Add in drawings to slow it down - take out drawings to speed it up. 


Ken Harris told me that when Ben Washam was starting out at Warner's, he became famous in 
the industry for 'Benny's Twelve Frame Yawn'. Ben drew well and made twelve elaborate draw- 
ings of someone going through the broad positions of a yawn — an action something like this: 


Then he shot it on ones. Zip! It flashed through in half a second! 


So then he shot it on twos. ZZZip! It went through in one second! 


So then he inbetweened it (twenty-four drawings now) and shot it on twos. 222222! It went 
through in two seconds - almost right. 


Then Ken showed him how to add some cushioning drawings at the beginning and end - and 
bingo, Ben's on his way to being a fine animator. 


tie "RUFF" APPROACH) 


Some animators want to save themselves a lot of the work so they draw very rough. ('Ruff' — 
they don't even want to spend the time spelling ‘rough’. Too many letters in it to waste our 
valuable time . . . ) And they leave lots and lots of work for the assistants. 


I've never understood why some people in animation are so desperate to save work. If you want 
to save work, what on earth are you doing in animation? It's nothing but work! 
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In the early days at The Disney Studio, when animation was being transformed from its crude 
beginnings into a sophisticated art form, they used to say, take at least a day to think about 
what you're going to do - then до it. 


One old animator, writing about the subject forty years later, advises that we should spend days 
thinking about it. He's read up on Freud and Jung and the unconscious mind and he writes 
seductively about how you should ruminate until the last minute and then explode into a 
frenzy of flowing creativity. 

He told me that in a week's work he'd spend Monday, Tuesday, Wednesday and Thursday 
thinking about it and planning it in his mind. Then on Friday he'd do it. The only problem is that 
it then takes three weeks for somebody else to make sense of it. 

1 knew this guy pretty well — and he made it sound so creatively attractive that, though | 
felt it was artistic b.s., | thought | better try it out. | managed to ruminate, stewing and mari- 
nating my juices for about a day and a half and then couldn't stand it any more. | exploded into 
creative frenzy for a day, drawing into the night like a maniac. The result was pretty interesting, 
but it really did take three weeks to straighten it all out afterwards. And | don't think it was any 
better than if | had worked normally - maybe just a bit different. 


I think Milt Kahl has the correct approach: ‘I do it a lot. | think about it а lot, and | do ita lot." 


Ken Harris worked intensely from 7.30 am till noon, relaxed at lunch, hung around doing bits 
for a while, went home to watch TV (or play tennis when he was younger) and thought about 
what he was going to do the next day - then came in early, avoided social contact and did it. 

He worked carefully and thought very hard about his stuff. He said he was surprised when 
he saw some of Ward Kimball's working drawings because they were exactly the same as his — 
very neat - very carefully done - usually something on every drawing in the shot. 


When I first saw Milt's work on his desk | was startled by how much work he did. His drawings 
were finished, really. There was no ‘clean up’ - just ‘touch up’, and completing details and 
simple inbetweens or parts of them. Ditto Frank Thomas, ditto Ollie Johnston, ditto Art 
Babbitt. The two exceptions to this were Cliff Nordberg, a marvellous ‘action’ animator who 
worked with me for a while, and Grim Natwick. Cliff did work very roughly - so he was awful- 
ly dependent on having a good assistant and it always caused him a lot of concern. And Grim 
was a law unto himself. 


There's an animation myth about the assistant always being able to draw better than the ani- 
mator. (I never met one who did.) The myth is that the animator creates the ‘acting’ and the fine 
draftsperson improves the look of everything and nails it all down. Well, there aren't that many 
fine draftspeople around and if they're good enough to nail all the details down and draw well, 
they really should be animating - and probably are. (An exception to this is the assistant ‘styl- 
ist' on commercials where the ‘look’ of the thing is it's raison d'étre. There are a few excellent 
ones around.) 


Rough drawings have lots of seductive vitality, blurs, pressure of line, etc. But when they're 
polished and tidied up you usually find there wasn't that much there to begin with. 
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As we во along through this book it'll be apparent how much work we have to до to get а really 
interesting result. No matter how talented — the best guys are always the ones that work the 
hardest. But hang the work, it's the unique result that we're after. Every time we do a scene, 
we're doing something unique — something nobody else has ever done. It's a proper craft. 


( HOW MUCH DO WE LEAVE то The ASSISTANT? ) 


Milt Kahl's answer: “1 do enough to have iron clad control over the scene.’ 


Ken Harris’s answer: “I draw anything which is not a simple inbetween.’ 


Milt again: ‘I don't leave assistants very much. How much сап | get away with leaving and still 
control the scene? If it's fast action, | do every drawing.’ 


The purpose of the assistant is to free the animator to get through more work by handling the 
less important bits - but as we have seen, he/she can’t be just a brainless drawing machine. 
The computer produces perfect inbetweens, but obviously has to be programmed to put in the 
eccentric bits that give it the life. 


Here's my tip on saving work ~ my rule of thumb: 


Е the LONG SHORT сит ) 


The long way turns out to be shorter. 
Because: something usually goes wrong with some clever rabbit's idea for a short cut and 
it turns out to take even longer trying to fix everything when it goes wrong. 


I've found it's quicker to just do the work, and certainly more enjoyable because we're on solid 
ground and not depending on some smart guy's probably half-baked scheme. 
And again, if you don't want to do lots of work, what are you doing in animation? 


One of the things | /ove about animation is that you have to be specific. If a drawing is out of 
place it's just wrong - clearly wrong — as opposed to ‘Art’ or ‘Fine Art’ where everything these 
days is amorphous and subjective. 


For us, it's obvious whether our animation works or not, whether things have weight, or just 
jerk about or float around wobbling amorphously. 


We can't hide in all that ‘unconscious mind’ stuff. Of course, we can dress up and act like 
temperamental prima donnas - but we can't kid anybody with the work. It's obvious whether 
it's good or bad. 


And there's nothing more satisfying than getting it right! 
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WALKS 


Advice from Ken Harris: 
‘A walk is the first thing to learn. Learn walks of all kinds, ‘cause walks are about the toughest 
thing to do right.’ 


THERES A TENDENCY 
ТО LEAN IN A WALK. 


THE SLOWER IT IS, 
THE MORE YOURE IN 
BALANCE - 
AND THE FASTER — 
MORE OUT OF 

BALANCE. 


Walking is a process of falling over and catching yourself just in time. We try to keep from 
falling over as we move forward. If we don't put our foot down, we'll fall flat on our face. We're 
going through a series of controlled falls. 


We lean forward with our upper bodies and throw out a leg just in time to catch ourselves. Step, 
catch. Step, catch. Step catch. 
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Normally we lift our feet off the ground just the Баге minimum. That's why it's so easy for us 
to stub our toes and get tipped over. Just a small crack in the pavement can tip us over. 


ÜSELESS(?) BUT INTERESTING SCIENTIFIC INFORMATION ON WALKS: 
DID YOU KNOW WE PUT А MILAON POUNDS OF WEIGHT ON ОЖ, FEET EACH DAY? 


| GOING GOING 
| MEDIANT BONN а сә MEDIT ВО 


| = А 

| © CONTACT @ @ 

| EACH ARM MANES IN AS МЕ DIP POWN rs 

E Sag p фе | 

L 

EL ъд THRUST. GRAY ICT рына, ei Te не, | 

| Сив ARMS ARE AT CUR CAF MUSCLE | 
T ; : FOOT POTS OUT APTO 

| e Атр AS TOSOIUE, ONE HORSEPOWER | 

| ( P Geo warts). 

DOESNT HELP YOU MUCH WHEN YOURE ASKED TO ANIMATE THE WALK, 
| OF A SAD ВИТ HAPPY MAN — OR POES iT? E. 


ALL WALKS ARE DIFFERENT. 


NO TWO PEOPLE IN THE WORLD WALK THE SAME. 


ACTORS TRY ТО GET HOLD OF A CHARACTER 
BY FIGURINE OUT HOW HE/SHE/IT WALKS = 
TRY TO TELL HE WHOLE STORY WITH THE WALK. 
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Мупу 15 it that we recognize our Uncle Charlie even though we haven't seen him for ten years — 
walking - back view — out of focus - far away? Because everyone's walk is as individual and 
distinctive as their face. And one tiny detail will alter everything. There is a massive amount of 
information in a walk and we read it instantly. 


Art Babbitt taught us to look at someone walking in the street from the back view. Follow them 
along and ask yourself: 


- AKE THEY ÖLD? 

~ YOUNG? 

— WHATE THEIR FINANCIAL POSITION ? 
— STATE OF HEALTH? 
— ARE THEY STRICT? 
— PERMISSIVE ? 

— DEPRESSED? 

— HOPEFUL? 

= SaD? 

— HAPPY ? 

— PRUNK? 


Then run around to see the front and check. 
So what do we look for? 


The big eye-opener for me happened like this. (Unfortunately it's a little politically incorrect, 
but it's a great example, so here goes.) 


| was in ту parked car turning on the ignition, when out of ту peripheral vision | semi- 
consciously noticed a man's head walking behind a wall. 
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It passed through ту mind that he was gay. A gay walk. Now I'm quite short-sighted - my eyes 
were focused on the ignition key, and it was a busy street with lots of cars and people - and he 
was about fifty yards away! Wow! How did | know that? This is crazy. All I'd seen was his out- 
of-focus head moving along behind a wall for a split second! 


| started to drive away, then stopped. Wait a minute - I'm supposed to be good at this. I'm sup- 
posed to know these things. | һауе to know why! | remembered Art's advice, re-parked, jumped 
out and ran a block and a half to catch up with the fellow. | walked along behind him, copying 
him. Sure enough, it was an effeminate walk. Then | got it. He was walking as if on a tightrope 
and gliding along. 


Now how could | have registered this with out-of-focus peripheral vision at fifty yards without 
even seeing his body? Simple, really. There was no up and down action on the head. Try walk- 
ing on an imaginary tightrope and your head stays level. No ups and downs. 


| 
1 D SEEN THIS - AND IN A, 
ге. 
WEIGHTLESSLY RISES UP ON The 
PASSING TOSITION. 


From then on the first thing | always look for is how much up and down action there is on the 
head. The amount of up and down is the key! 


WOMEN OFTEN TAKE SHORT STEPS IN A STRAIGHT LINE - LEGS CLOSE TOGETHER = LITTLE UP aud DOWN ON The BODY 


- > -» — =» > =e == Ь 77 ж» е _ - =. - ~a ++ т» > 
S OPPOSED TO MISTER, MACHO: 
AS OR ә, е, ә ° 
? 
e? е” Ф e° 


Women mostly walk with their legs close together, protecting the crotch, resulting in not much 
up and down action on the head and body. Skirts also restrict their movement. 


Mr Macho, however, because of his equipment, has his legs well apart so there's lots of up and 
down head and body action on each stride. 


WE CAN TURN A VERY 
MASCULINE WALK INTO 
AN EFFEMINATE ONE 
JUST BY CROSSING OVER 
“the FEET ACTION . 


(GETTING THE wear) 


WE PONT GET WEIGHT BY A SMOOTH LEVEL MOVEMENT. 


When we trace off a live action walk (the fancy word is rotoscoping), it doesn't work very well. 
Obviously, it works in the live action - but when you trace it accurately, it floats. Nobody real- 
ly knows why. So we increase the ups and the downs - accentuate or exaggerate the ups and 
downs - and it works. 


ITS THE UP AND DOWN POSITION ФЕ YOUR. MASSES THAT GIVES You THE FEELING OF WEIGHT. 


WE FEEL THE | = ESPECIALLY AND 
WHEN (TS THEN WE GET 
PRECEEDED IT TAKS \ Р 
BY А STRAIGHT THE WEIGHT CHANGE 
-WHERE TURES 4 
NO WEIGHT 
ON Ir 


YET. 


CONTACT 


ISTHE DONN POSITION WHERE THE LEGS ARE BENT AND THE БОРУ MASS 15 РОМА 
WHERE WE FEELTHE КЕЕНТІ 
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Before we start building walks and ‘inventing’ walks - here's what happens іп a so-called 
‘normal’ walk: 


FIRST WELL 
MAKE THE 

2 CONTACT 
POSITIONS — 


IN A NORMAL, 
CONVENTIONAL 
WALK, 
THE ARMS ARE 
ALWAYS 
OPPOSITE 
To THE LEGS 

Te GIVE 
BALANCE 
AND THRUST. 


PASSING POSITION 
SHIGHTLY даш) 


n THAN MID-POINT 
NEXT WELL VE - Sob PRG 
PUT IN THE ( ) су ( ) 
PASSING POSITION - BECAUSE THE LEG 


— THE MIDPLE IS STRAIGHT UPON 
POSITION- THE PASSING POSITION, 
op Oe, ITS GOING Tó LIFT 
BREAKDOWN THÉ PELIS, 
ya BODY aud HEAD 
HALF-WAY SLIGHTLY 
PHASE HIGHER. 
РОМА 
зек Eu AND JUST To COMPLICATE 
OOD O LIFE - IN A NORMAL WALK 
NEXT GOMES THE = THE ARM SWING IS AT 
DOWN POSITION = ⁄ ITŠ wIDEST 
WHERE-THE ON THE DOWN POSITION 
BENT LEG AND NOT oN he CONTACT 
TAKES THE POSITION AS WED PREFER. 
WEIGHT 


WE CAN IGNORE THIS 
AS МЕ PROCEED ВИТ WE 
MIGHT AS WELL UNDERSTAND 
THE NORM BEFCRE WE 
START MESSING AROUND. 
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UP. 


OO699]0 
r ` “The FOOT PUSHING OFF 
NEXT WE Pur IN O INS 


THE UP POSITION - p и НА 
“THE PUSH -OFF: i TO ITS HIGHEST POSITION 
J -ТНЕМ ће LEG IS'THROWN 
СИГ ТО CATCH US ON 
“Пе CONTACT POSITION 
— SO WE DONT FALL 
ON OUR FACE. 


LETS SPREAD 
ir Our AND 
EXAGGERATE IT 
A LITTLE MORE 
So тв 
CLEARER, 


a 
comer — 
So, INA NORMAL ` REALISTIC’ WALK —— А Ер 
The WEIGHT G CES (ром) JUST AFTER Te CONTACT: 
24 The WEIGHT GOES ( UP ) TUST AFTER The PASSING POSITION. 


PAs Rostra pond CONTACT 


CONTACT Gone ар) 
— MEDIAN T — > MEDIANT ——— 
) The DOWN 

PRE IT IS 

AGAIN — 

AGGERATED) 
“The LE BENDS 
ABSORBING 
та FORCE 
ef The MOE 
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( SET THE TEMPO ) 
the FIRST THING TO DO INA WALK IS GET А BEAT. 


GENERALLY PEOPLE WALK ON 12'S - MARCH TIME ( HALF A SECOND PER STEP 


Bur LAZY ANIMATORS DONT LIKE To ВО ITON 12.8. 
ITS HARD To DIVIDE UP. YOU HAVE To USE ‘THIRDS'—THINIK PARTLY IN THIRDS. 


TWO STEPS PER SECOND. 


THE IN BETWEENS АРЕ GOING To БЕ ON THIRDS, OOPS - NOW WHERE Do WE PUT Tae DOWN OR UP? 
HEY, THIS 15 GETTING HARD -ESPECIALY 
WHEN WE GET INTO THE ARMS AND HEAD, AND 
‘ACTING’ AND DRAPERY — MAYBE THERES AN 
EASIER WAY > 


THERE |5 AN EASIER WAY — HAVE HIM/HER WALK ON IGS — OR WALK ON B'S. 
MUCH EASIER TO WALK ON 168 — ITS EASY To DIVIDE UP — SAME THING ON 85. 
(EACH STEP -% зге) Е: STEPS PER SEC.) 


CN 


i Е ТЕ ө} mi 


с те БІ %5. 


THAT MAKES LIFE FASER. REDUCED АР AND DOWN ACTION -SINCE 
и VEN PNE me - (= TAKING PLACE IN A SHORTER: TIME, 


THIS 1S WHY CARTOON WALKS ARE CFTEN ON et 
BUMP, BUMP, BUMP, 3 STEPS А SECOND. 
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SO, WE SET А BEAT: 


4 FRAMES = А VERY FAST RUN (6 STEPS А SECOND ) 

6 FRAMES = A RUN OR VERY FAST WALK (4 SEPS A SECOND) 

В FRAMES = SLOW RUN OR ‘CARTOON’ WALK (3 STEPS A SECOND) 

2 FRAMES = BRISK, BUSINESS-LIKE WALK~ ‘NATURAL’ WALK (2. STEPS А SECOND) 
16 FRAMES = STROLLING WALK — MORE LEISURELY (7% OFA SECOND PER STEP) 


20 FRAMES = ELDERLY CE TIRED PERSON (ALMATA SECOND PER STEP ) 
24 FRAMES = SLOW STEP ( ONE STEP PER SECOND) 
32 Frames = SHOW ME Пе WAY... TO GO HOME... 


The best way to time a walk (or anything else) is to act it out and time yourself with a stop- 
watch. Also, acting it out with a metronome is a great help. 


| naturally think in seconds - ‘one Mississippi' or ‘one little monkey’ ог ‘a thousand and one, 
а thousand and two' etc. 


Ken Harris thought in feet, probably because he was so footage 
conscious - having to produce thirty feet of animation a week. He'd 
tap his upside-down pencil exactly every two thirds of a second as 
we'd act things out. 


Milt Kahl told me that on his first week at Disney's he bought a 

stopwatch and went downtown in the lunch break and timed people 
walking - normal walks, people just going somewhere. He said they 
— ernaast- -=o were invariably оп twelve exposures - right on the nose. March time. 


As a result, he used to beat off twelve exposures as his reference point. Anything he timed was 
just so much more or so much less than that twelve exposures. He said he used to say “Well, 
it's about 8s.' He said it made it easy for him - or easier anyway. 


Chuck Jones said the Roadrunner films had a musical tempo built into them. He'd time the 
whole film out, hitting things on a set beat so they had a musical, rhythmic integrity already 
built in. Then the musician could hit the beat, ignore it or run the music against it. 


Chuck told me that they used to have exposure sheets with a coloured line printed right across 
the page for every sixteen frames and another one marking every twelve frames. He called them 
‘16 sheets’ or “12 sheets’ | guess "8 sheets’ would be the normal sheets. 


I mentioned once to Art Babbitt that | liked the timing on the Тот and Jerrys. ‘Oh yeah,’ he said 
dismissively, ‘All on 8s." 


That kind of tightly synchronized musical timing is rare today. They call it ‘Mickey Mousing’ 
where you accent everything - it's a derogatory term nowadays and considered соту. But it can 
be extremely effective. 
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In trying out walks, it's best to keep the figure simple. It's quick to до and easy to fix — easy to 
make changes. 


ALSO, IN DOING THESE WALKS - TAKE A FEW STEPS ACROSS The PAGE OR SCEEEN— 


(DONT) TEY То WORK OUT A CYCLE WALKING IN PLACE WITH The FEET SLIDING BACK, ЕР. 


THAT ALL BECOMES TCO TECHNICAL. WE WANT OUR BRAIN FREE TC CONCENTRATE 
ON AN INTERESTING WALK PROGRESSING FORWARD. 


We CAN WORK OUT A CYCLE FOR Пе WALK LATER... PERHAPS JUST FOR The FEET 
oud BODY. BUT THEN HAVE The ARMS andthe HEAD PERFORMING SEPARATELY. 


CYCLES ARE MECHANICAL aud LOOK JUST LIKE WHAT THEY ARE - CYCLES. 


CHUCK JONES TELLS OF HIS TINY Z YEAR OLD GRANDPAIGHTER SAYING, 
“G£ANDAD, WHY DOES Пе SAME WAVE KEEP LAPPING ON The ISLAND? 


Incidentally, if you are using colours as | am here, it works just fine when you film them. | often 
have a lot of colours going at first, and you still see the action clearly. 


Now we're going to start taking things out of the normal: 


(The PASSING POSITION OR BREAKDOWN ) 


THERES A VERY SIMPLE WAY TO BUILD A WALK. START WiTH JUST З DRAWINGS — 


ж 
FIRST Q © 
WE MAKE OUR Ly 7% \ 
TWO 
CONTACT 
POSITIONS - 
/ 
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THIS TIME 


he MIDDLE POSITION ~ А 
The PASSING POSITION- PREVIOUSLY. 


WE'RE MAKING IT 
THE ЧР POSITION” 
-THE HIGH 


WEVE OMITTED 
The BENT LEG 
TAKING The WEIGHT 
AND CUR CONTACTS 

WILL ACTAS 
the LOW 


When we join these up with connecting drawings, the walk will still have a feeling of weight 
because of the up and down. We can make tremendous use of this simple three drawing device. 


се 
BREAK DOWN 


SUT LOOK WHAT HAPPENS IF WE GO DOWN ON THE PASSING POSITION. 


PASS _ 
O Á О 
O (C NOW THE PASSING 


POSITION IS THE 
LOW AND THE 
CONTACTS ACT 
AS THE HIGH - 
STILL GIVINGA 
FEELING OF 
WEIGHT. 


WE GET A VERY 
DIFFERENT WALK = 
A ` CARTCONY '/ WALK 


THE CRUCIAL THING (S THIS MIDDLE POSITION AND WHERE WE PUT IT: 


ORO 
Í С) HOW 


ABOUT 
THIS 
LIKE A KIDNEY? ONE? 
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THESE CONTACTS ARE ALL THE SAME BUT THE MIDDLE POSITION UTTERLY CHANGES THE WALK 


DELAY 
THE RUIT 


TIME TO ACCOMOPATE ALMOST A SNEAK. 


OBVIOUSLY WELL NEED THE ) IN A SLOW STEP WE MIGHT GO AS FAR AS THIS — 
BROAD MOVES LIKE THIS 


WHAT IF THE FEET SWING CUT SIDEWAYS ON THE PASSING POSITIONS? 


AND 
MAYBE 
STRAIGHTEN 
the BODY 
ON the PASS 
POSITIONS? 


NOT TO MENTION 
THE KEY THING WHAT WE САМ DO 
IS WHERE PO WE WITH Tlie HEAD, 
WANT TO Pur THE HANDS, ARMS OR 
MIDDLE FEET- 
POSITION ~ 


THE VARIATIONS ARE ENDLESS - 
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AND WHY SHOULD WE BE STUCK WITH THE SAME SHAPE? 


HOW ABOUT LETS SAY 
INSTEAD OF RAISING 175 А HEAVIER 
“The WHOLE BODY МАК - GOTA 

ON Tha PASS FOS - POT ON HIM. 

STRETCH IT. 

GIVES 
FLEXIBILITY PRAG LEVEL 
С е әу 

eg 

ON KEEPING 
SQUASH (T. he < 

ENES PENI 

LEXIBILMY LEVEL 
i" IHN THRO сит. 
Те WA 


To my knowledge, | think Art Babbitt may have been the first one to depart from the normal 
walk or the cliché cartoon walks. Certainly he was a great exponent of the ‘invented’ walk. He 
became famous for the eccentric walks he gave Goofy — which made Goofy into a star. He even 
put the feet on backwards! He made it look perfectly acceptable and people didn't realize they 
were backwards! 


Art's whole credo was: ‘Invent! Every rule in animation is there to be broken - if you have the 
inventiveness and curiosity to look beyond what exists.’ In other words, ‘Learn the rules and 
then learn how to break them." 


This opened up a whole Pandora's box of invention. 


Art always said, "The animation medium is very unusual. We can accomplish actions no human 
could possibly do. And make it look convincing!" 


This eccentric passing position idea is a terrifically useful device. We can put it anywhere and 
where we put it has a huge effect on the action. And who says we can't put it anywhere we 
want? There's nothing to stop us. 
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For that matter, we can keep оп breaking things down into weird places - provided we allow 
enough screen time to accommodate the movement. 


ur 
PAS FOS 
ре Q 
с? д © WE CAN O PRETTY 
TAKE = STiLt STRANGE - 
TG ONE / Go DOWN ` | Вит WHY мої 
FoR TO TAKE \ TRY IT? 
INSTANCE - THE WEIGHT PEOPLE 
№ AND PO MOVE 
STIL GO STRANGE 
\ HIGHER TRANGELY 
ON THE 


PUSH OFF. 


INETWN Pos 
ES 


THIS WOULD BE 


O WHERE ТИЕ 


PRETTY WILD - DOWN POSITION 
РАТ WAS - PUT 
THE DOWN A STRAIGHT 
WHERE INBETWEEN 
THE uP Eur DELAY 
WOULD THE LEG 
NORMALLY BE (Fee BALANCE ) 
- AND 
BEND THE LEG. 


Anyway, back to the normal: 


2 WAYS TO PLAN A WALK) 
(2 WAYS TO PLAN A ш m" 


PASS pos d 1 

REVIEW ING С) O Q В 1 
пе CONTACT’ > x THEN We 

METHOD: ] PUTIN THE " 

FIRST WE | LOW АР | 

MAKE THE | “THE HIGH 

CONTACT [ iTIONS = 

POSITIONS x кы 

THEN AN 

WE Pur IN 
The PASSING 

POSITION 

(norma) Dennen "Cou mer 
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I've found that this contact method is the one that gets you through – takes you home. It's espe- 
cially suitable for natural actions - which is what we mostly have to do. I've found it to be the 
best way to do most things. 


Milt Kahl worked this way. ‘In a walk, or anything, | make the contact positions first — where 
the feet contact the ground with no weight on them yet. It's kind of a middle position for the 
head and body parts - neither ап up or down. | know where the highs and lows are and then | 
break it down. Another reason | do it is because it makes a scene easy to plan." 


‘| always start off with that contact because it's a dynamic, moving thing. And it's much better 
than starting with the weight already on the foot, which would be a very static pose!'* 


* WHICH IS EXACTLY WHAT THE SECOND SYSTEM DOES, 


THIS (8 THE WAY ART ВАВВИТ OFTEN PLANNED A WALK — AND IT HAS 
A VERY CUNNING THING TO IT: 


DOWN DOWN 


START OFF 
WITH THE 
2. POWN FCRITIONS 


FOR WANTOFA N 
BETIER TERM 
WE'LL- CALL IT 

The DOWN POSITION 

METHOD. / 


NOW PUT IN NOW weve Gor 


Те PASSING BOTH THE ИР 
POSITION - AND THE DOWN 

- FOR.NOW, COVERED 

RIGHT IN THE IN JUST 3 DRAWINGS 
MIDDLE 


AND ONE OF CUR. 
NEXT MID - POSITIONS WILL 
BE THE CONTACT. 


KIND OF AWKWARD 
TO GET GOOD 
CONTACT POSITIONS 
THIS way- J 


/ ALTHOUGH ITS | 
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The cleverness of this approach is that we've already taken care of the up and down in the first 
three drawings. Of course, we can put the passing position up, down or sideways - anywhere 
we want. But having the downs already set helps us invent; it gives us a simple grid on which 
to get complicated, if we want. 


We know it'll already have weight and so we're free to mess around and invent eccentric 
actions, or actions that couldn't happen in the real world. 


Again, we're not stuck with one method or the other. Why not have both? Not only but also... 


1 highly recommend the contact approach for general use, but starting with the down position 
is very useful for unconventional invention. 


From now on we'll use both approaches. 


ITS KIND OF ACADEMIC, Bur IF WE TAKE BOTH METHODS... 


TOWN b DOWN 
ате 


AND PUSH THEM TOGETHER - CTD (ZT 


CONTACT METHOD DOWN PCE: METHOD 


— WE GET ALL Пе UP aud DOWN PHASES OF A NORMAL WALK 
ITS The SAME THING. WEEE JUST STARTING OFF CNE PHASE EAELIER CE. ONE PHASE LATER 
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( Те DOUBLE BOUNCE ) 


‘Truckin’ оп down.' The double bounce walk shows energetic optimism - the North American 


сап do’ attitude. They used this walk like mad in the early 1930s - lots of characters (bugs and 
things) all trucking around doing jazzy double bounces. 


THE (DEA I$ 2. BOUNCES PER STEP. YOU BOUNCE TWICE, 
YOU GO DOWN (er up) TWICE INSTEAD OF ONCE TO THE STEP. 


SAY ITS A 16 FRAME STEP (ON ONES BECAUSE THERES A LOT GOING ON.) 
WEL. START WITH THE BENT LES DOWN — SPREAD THE LEGS APART FOR CLARITY. 


PASS POS Б Су Pos 
17 ‚ 9 } 
-- к 
/ / 
‹ 4 
E Ñ 
\ \ 
== ==» n 
ША? 
nthe MBE ki iN THE NEXT TWO MID 
Вот ALSO роим POSITIONS dP - AS THE HIGHS. 
Pass Pos 


" THE CHART (S HKE THIS: 

ADD / тва с 

“Tite STEPPING S | 
Есог- 


| 


ря 


17 


со cR Y 
LETS USE 1 
| The CONTACT 
APRROACH = 
SET уин 
The. 
` CONTACTS 


CONTACTS + PASS POS ARE THE HER AND MID pesimenls Net LOWS 
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| МАРЕ THIS POUBLE BOUNCE WALK ВУ COMBINING The TWO APPROACHES, 
| DID the STRAIGHT LEG CONTACTS FIRST, BUT ALSO MADE THEM THE LOW - Tie DOWN. 


THIS IS ON ONES” 
TAKING ONE STEP 
OFA WALK ON 12° 


1 1 + 
SENT uP "Sonn LP Че. 


її 4 1 10 в 
23 56 89 Mie 


The INBETWEENS ARE ON 
“THIRDS - UN FORTUNATELY. 
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(Loosening ТИР ) 


WELL START OUT W ITH 
THIS SIMPLE CLICHE WALK 
— NOTHING FANCY YET. 


THE ARMS NORMALLY WILL 
MOVE OPPOSITE TO THE LEGS 
- BuT SIMPLY By HAVING 
THE SHOULDERS 
OPPOSING THE LEGS 
WILL GIVE IT MORE LIFE 


FRONT VIEW 
PULLING IT APART 
R CLARITY 


NOW LETS 
TILT THE SHOULDERS 
НОЕ SOME 
VITALITY — 


WERE TAKING ОШ 
BASIC PLAN NOW AND 
ADDING IN THINGS 
TO BUILDON 
Тін SYSTEM: 


NOW LETS DO SOMETHINE 
W ПИ THe HEAP 

TO MAKE THIS SIMPLE 
FORMULA WALK 


MORE 
INTERESTING — 
LETS TILT THE HEAD: 
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HOW ABOUT НЕ? х 
LETS DELAY 
the TILT OF Те HEAD 


ON The Í 
PASSING POSITION 1 ) 


LETS ро 
SOMETHING ELSE 
WITHTHE HEAP 7 
STICK The HEAP OUT 


ON-The 
PASSING POSITION 


Gives A ЗЦЕНТ 
PIGEON EFFECT 


OR 


THE HEAD 
GOES FORWARD 
AND CONTINUES 

AT THE 
ENP OF THE STEP 
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ANY SMALL DETAIL ALTERS A WALK- A 5 == 
LIKE MOVING THE HEAD UP OR DOWN - (6) (3) E 


OE TILTING (т FROM SIDE To SIDE - 4 о 
OR MOVING IT 4 
BACK AND FORTH - (<< | <>) 
ОР. А COMBINATION ке) 7 ра 
OF ANY OF THIS. ^ 

CAN THINK Z 

СЕ Z 
Ке | 


HE EGOTISTS WOBBLE HEAD - 


YOU SEE THIS А LOT WITH 
POLITICIANS, ACTORS ов. PEOPLE 
WHO IMAGINE 
THE CAMERA IS ON THEM 
AL THE TIME. 


SOME COMEDIANS to IT 
WHEN THEY GET А 816. 
AUDIENCE EESPONSE. 


ІМ HOLLYWeOD 

IVE EVEN SEEN 

THE MAILMAN 
EOINS IT. 


FLOATING ALONG 
IN LOVE WITH (ITSELE 
‘iTS WONDERFUL. , 
То BE WONPEZFUL 
WILL WORK NICELY 
WITH 
NOT. MUCH ИР» PONN 


WHEN 1 WAS А KID 


1 NOW | KNOW 
J ALWAYS WONDERED FT ^ WH dd 
WHY ANIMATORS Деви (Se THEY'RE TURNING 
HEADS LIKE THIS — MASSES 
WITH CONSTRUCTION МЕ, 
HNES ON THEM. А 
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A CAUTIONARY NOTE FROM KEN HARRIS: 


FOR. WALKS, DONT MAKE CYCLES OF BODY AND HEAD ACTION 
IN CIRCLES OR FIGURE B's — 
(Е You Do IT WILL LOOK LIKE A BIRD OR PIGEON WALK (UNLESS You WANT тег) 


(о) |4 ^ 


FoR SAFETY KEEP THE MASS 
MOSTLY STRAIGHT UP AND DOWN, 


BuT BEARING THIS IN MIND WE SHOULD STILL BE BRAVE AND TRY THINGS... 


BUILDING ON OUR BASIC PLAN, WEVE ке ТАРРЕР IN MORE ACTION 
(N THE-HEAD, SHOULDERS, ARMS, HIPS AND FEET: 


3 í 
NOW LETS 
BEND THE BODY 


ON THE EXTREMES 


Keep STRAIGHT IN 
ON THE I 
PASSING PoS том 


AND NOW МЕРЕ GOING TO Do THINGS To The LEGS aud ARMS THAT LOOKS WEIRD 
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WERE GOING ТО ‘BREAK THE LEG. 
МЕРЕ GOING TO BEND IT WHETHER IT WOULD BEND THAT WAY СР NOT- 


OF CORSE THE 
| BONES REMAIN 
The SAME LENGTH . 
NX, the ONY TIME 
IT CHANGES 16 
} WHEN ITS 
FORESHORTENED 


IN 
PERSPECTIVE 


WE'VE TAKEN 

А HAMMER AND 

`€FoKEN the 
í JOINT 


WERE DOING ж 
ART твит ' А ж 

7 в 
Carts ети \ " SRI 
BREAKING M УУ 


THE JOINT | BENDING 
IT THE 
“WRONG” 
WAY 


(7 LOOKS WEIRD ENOUGH, BUT IF WE PRAW А BALET DANCER ON TOP CF IT, IT LOOK 
| JUST FINE. 


50 WE CAN 
TAKE INCREDIBLE 
LIBERTIES WITH 
The UNDERLYING 
STRUCTURE 
Cle WE WANT то) 
AND IT ILL BE 


PERFECTLY 
ACCEPTABLE 
— ESPECIALLY 
IN MOTON! 
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WHY ARE WE POING THis? 

EVERYTHING МЕРЕ DOING IS TO GET MORE CHANGE, МОРЕ ACTION WITHIN 
THE ACTION. 

yo LIMBER. THINGS UP- GET MORE LIFE INTO IT 


Grim Natwick said: 
‘We used to bet ten dollars against ten cents that you could take any character and walk it 


across the room and get a laugh out of it. 


‘We used to have about twenty-four different walks. We'd have a certain action on the body, a 
certain motion on the head, a certain kind of patter walk, a big step or the “Goofy” walk that 
Art Babbitt developed. 


‘While the opposite arm naturally moves with the opposite leg, we'd break the rules eight or 
ten different ways to make the walk interesting.’ 


WERE TAKING OUR BASIC. PLAN NOW AND ADDING (М THINGS TO BUILD UPON THE SYSTEM: 
SAY WE HAVE A KIND OF ANGRY WALK - WE'D NORMALLY PO THIS: 


But LOOK WHAT HAPPENS WHEN WE DO JUST 2 THINGS ~ 


PUT нм DOWN 
ON THE PASSING POSITION 
MAFING HIS 
ВАСК СОММЕХ 


— AND ро THIS 
WITH. THE ARM 
‘BREAKING’ 

THE ELBOW, | 


125 


LETS TAKE THIS ANGEY WALK MUCH FURTHER- 
THIS (S. THE KIND OF THING ART ЕАЕВЕ г DID ALL HIS LIFE - MAKING IMPOSSIBLE MOVES LOOK 


CONVINCING and BELIEVABLE, HE'D SAY,“ BE А LITTLE BIT TRUTHFUL., 

So IT DOESNT JUST LOOK LIKE ONE STEP REPEATING WE SLIGHTLY CHANGE The SILHOUETTE 
ON е 24? CONTACT (#15) So THE COUNTER ARM POSITIONS ARE DIFFERENT FROM CONTACT? 1, 
ON The CONTACTS The BACK LEG IS ‘BROKEN’ AND The FOOT SWIVELLED BACKWARDS. 


HE'S ON ТИСЕ ~ EACH STEP TAKING 14 FRAMES 
BACK TO # 

PASS POS. EXTREME ' I 

#2 Е 


EXTREME f L 


«22 comer 


DIFFERENT ARM POSITION BACK ARCH FOOT BACKWARDS acid BACK 

FROM THE PREVIOUS CONTACT REVERSES ARCH REVERSES YET AGAIN 
- BACK ARCH REVERSES. AGAIN 

BREAKING The FIRST STEP DOWN FURTHER — 

i fase PS, 


9 


ARM'BREAKS” ARM STILL- BROKEN РОСТ SWIVELS BACK, BUTT FAHS AS HE 
Burr ISAT ITS HIGHEST: CONTACTS GECUND. 
BACK ARCH REVERSES. БОРУ TWISTS AWAY 

FOOT SOLE FACES AWAY FROM uS 
FROM ив. CLOSEST FOOT iS. 
NOW Пе. OPPOSITE STEP — BOTH LEGS Go SIRNGIT ОМ BACKWARDS. 
BACK 20 


Ж سے‎ 
(JUST AN INETRW) HAND “BREAKS” 


25 27 


The дем SWING плени“ BREAK — AND The FOOT SWIVELS BACK FARMER — THE REST OF the PATTERN (Sthe SAME. 
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INCIDENTALLY, ON A PROFILE WALK IT ЙЕНЕ TO HAVE ONE FOOT | 
A LITTLE IN FRONT - AND ANGLED SIDEWAYS A и BEEN KEEPING THINGS 


ща 
VERY DIASPAMIATIC TILL NOW 


LETS KEEP TAKING THINGS OUT OF THE ORDINARY — 
WHY NOT A SIMPLE REVERSAL OF THE UP AND DOWN OF A NORMAL WALK? 


(Aes uP 


STILL KEEPING TO OUR 3 MAIN POSITIONS = 
PASS 


Pos ) 3i 
BUTA BIT KNEE IN i Ва 
ORDINARY NHE 
PASSING 


POSITION — 


127 


DIGGING DEEPER INTO WALKS 


HERES A KIND OF STRUT. 

LETS BEND The BODIES CUTWARDS ON The EXTREMES - HEADS, SHOULDERS, HIPS TILTED. 

PUT the PASSING POSITION DOWN. зид SWING The LEG IN WARDS 342 РЕАК The SUPPORT 
LEG - KIND OF KNCCK-KNEED — THIS'LL GIVE AN INTERESTING RESULT? 


| 


КОМ LETS TAKE THE SAME EXTREMES AND Ристе PASSING POSITION VP AND WELL. 


STRAIGHTEN “Те SUPPORT LEG TO LIFT HIM UP ANDSWINGT PASSING LEG INWARDS 
AS PREVIOUSLY. 


BUT MAKE the NEXT BREAKDOWN DOWN (AS Кошар) WITH the LEG ANGLING алқа 
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WE САМ GO ON FOPBIEE THIS WAY, ALTERING BITS AND SWITCHING THINGS ABOUND 
ON OUR BASICS DRAWING PLAN. 


HOW ABOUT THIS? KEEP The SAME 2. STARTING EXTREMES BUT USE THE BENT LEGS POSTON. 
PUT The PASSING POSITION ИР. 


AND 
TRY Te FIT 
ASTRAGHT 


HOW ABOUT ONE HKE HS? | 
START WITH KNOCE KNEES -L BROKEN’ ктер авс) 


PAS ADS UP | 


Ф 


WHAT WERE TRYING TO PUT OVER HERE IS А WAY СЕ THINKING ABOUT IT- 
A SIMPLE GRIP ON WHICH TO BUILD QUITE NORMAL WALKS — OR WILDLY 
ECCENTRIC ONES — AND ALL THAT LIES BETWEEN . 
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HERES А KIND OF FEMININE WALK ОН The SAME BASICFIGUEF- 


PASS POS 
x. 2 | 
O = У © 
te rj 
SHOULDERS | 
ро NOT 
OPPOSE 
“the HIPS - Г 
— 
¥ 


THE VARIATIONS TILT SHOULDERS 
Е v AND HexD ON PASS Pex. 


ARE ENDLESS... 


EVEN IF THE ACTIONS ARE IMPOSSIBLE (EPOKEN Joints, Ere.) To Do ик A Gaop 
IDEA TO ACT Our ALL The BUSINESS TO See WHETHER IT WILL FIT INTO THE TIME 


ALL OTTED. DISCARD ALL MODESTY AND ACT IT OUT 
WHEN | ASKED MILT KAHL- ABOUT A MARVELLOUS FEMALE WALK HED ANIMATED, НЕ 
ФА, М CLOSED the DOOR, BUT IF YOUD SEEN ME DOING IT YcUb HAVE WANTED 


To KIS MES 


AND |MAGINE WHAT 


WE CAN GET АР то WHEN 
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LETS TRY 
TRIS ONE ° 
ЖАКЕ 
THE 
PASSING 
POSITION 
DOWN 
BUT ALTER 
“Ек LEPTLEG 
IKE THIS - 


up 
% t N / 
E 65 15 а 7 5 3 
PIKE TRIS * e POIN AGAIN, 
f ITS ALÎN 
( ) “The TIMING 


AND 
THE 
VARIATIONS 
АВЕ _ 
ENDLESS. 
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AND WE SHOULDNT BE AFRAID ТО TAKE LIBERTIES AND DISERT THINGS- ESPECIALLY FoR FAST ACTION- 
(ON ONES) 


athe BAIS 
BOUNCING CFF 
/ Тік SCREEN EDGES 1% 
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J INCLUDING THS BASKETBALL FIGURE | ANIMATED - JUST TO SHOW HOW FAR We САН GO (тие) 


CONCLUSION: 

WE CAN TAKE GREAT LIGERTIES 

WITH FAST ACTIONS -EVEN 

WITH REALISTIC FIGURES, 

ITS OBVIOUS THAT FOR ВЕАЦУ 

FAST ACTIONS You HAVE TO 
MAKE EVERY DEAWING — 

AN ASSISTANT (FoR THis) WGHT 

BE А HELP SHADING MUSCLES 

OF STRIPES BUT NOT MUCH EISE. 

MILT KAHL 

МЕ (TS FASTACTION , 

| MAKE EVERY DRAWINS 
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С NOTHING LIKE TRYING т) 


INNUMERABLE POSSIBILITIES EXIST, 

WE'RE NOT COPYING LIFE, WERE MAKING A COMMENT ON IT. | 
AND IE WE MAKE А MISTAKE, WHO CARES? ITS JUST А TEST. MAKE Пе CORRECTIONS 
AND TEST AGAIN. HALF (he TIME WELL FALL ON OUR FACES = BUT the OTHER. HALF 
СЕ-е TIME IT'LL WORK AND ВЕ NEW. 


HERES А RULE BREAKER - 


BREAK ITDONN | 
FURTHER 5 9 і 7 
ADDING (N 


AND WE HAVENT DONE ANYTHING W TH The HEAD OR ARMS. MAYBE W (TH SUCH ACTION 
ON Thi FEET WE SHOULD KEEP The ARMS 8.9 HEAD VERY CONSERVATIVE - MAYBE, MAYBE NOT. 
THIS WILL WORK ON TAGS - EUT BE BETTER WITHONES ADDED BECAUSE of Tre BROAD SPACING 
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BACK TO NORMALCY FOR А BIT- ! 


“the HEEL (6 THE LEAD PART. 

The РОСТ IS SECONPARY жд FOLLOWS ALONG, 
The, HEEL LEADS за Ти ACTUAL Роот DRAGS BEHIND 
aud FLOPS FORWARD- EUT The HEEL CONTROLS IT. 


FOR WALKS avd RUNS- 


LOCK the HEEL FLAT ON the GROUND Foe The FEELING OF WEIGHT. 
KEEP The Foot BACK Пи Пе LAST POSSIBLE MOMENT. 


PANTIES 
CATCHES UP - 
+ GINES AN 
PATE ADDITIONAL 
BIT OF LIFE 
FOOT ACTION 
bers REVIEW MID жым PASS Рос Рамвце- MID THIS S The. 
“the PASSING МАУ сн Эне T 2 ен WAY — РАТТЕРМОЕ 
LEG (N A E 
NORMAL 
WALK - 
STARTING 
w wa 


Еда 
ON 8$ 


ши 
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Sur LETE сет 


PENIS мр PASSING POSTON NON WE 
WITHTHE 2 DONE от WAY T DONT HAVE 
As МИЕ says, Te THINK 
iTS KIND OF A NE 
STATIC POSITION = ANP WE САМ 
WITHTHE CONCENTRATE 
ON DOING 
"es S УР ти wal 
А El ‚ FEET. 
SARE CF OUR ú 
PS AND DOWNS. 


THU TIME MAKE BOTH FEET FLAT 


мента 108 


THEN ADD IN 
нее тгдн 
T IN EETWEENÇ Ц X 
ТАВА AND VET 
NORMAL А PATHETIC 
TEP- APPROACH 
TO А WAK- Ж 
WEAK, «i (/ 
у ZORING cr | / 
! £ % |8 в 7 4 
МО START | BUT f | 
WITH THE ALTER ) 
EXÁCC Та NEXT 
GAME Two ^ 
THING - \ BREAKDOWNS - 
y 3 7 ? 
H - MORE 
CHANGE, 
pm MORE. 
B VITALITY K EA 
3 вот. 
DERNE боль) HEE WN рмен 
123456784 
ADD и 
STEAG: " 
ЕТМЕ (7% OBVIOUS 
i WE'VE GOT МОРЕ 
iN MIND 
| ен LIFE IN IT 
| LEADS AND THE NOW- 
| Боот FoLLows 
AND 
WATCH x 
THE ARES | 
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NOW LETS MAKE IT 
МОРЕ SPRIGHTLY. 


MAKE 3 STRAIGHT 
AS IT PUSHES OFF 


xd MAKE 7 STRAIGHT 
AS IT CONTACTS 
Ле GROUND. 


EXCEPT KEEP 
“Ме FOOT SOLE 
FLAT ON #2, 


AND 
HAVE TUETCOT ок? В 
PLAT LIKE fq 


NOW WE'LL FIND 
METHOD IN THE 
MADNESS = 


HERES WHAT ART 
BABBITT MIGHT PO ~ 


START WITH The SAME 
Z BASIC. POSITIONS 


BUT Pur PI'S reor оң BACKWARDS —p- 


LEAVE “The PASSING 
POSITION AS Is, 
But DELAY 
the FOOT ON #2 
Е?) 
MAKE The FOOT oN 7 
BACKWARDS 
AGAIN: 
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NOW МЕЧЕ GOT 
SOME CHANGES ! 


BENT TO STRAIGHT 
-TO BENT 
= То STRAIGHT 
—TO BENT. 


ALTHOUGH SO FAR. 
THIS (SNT REALLY YERY 
DUE FERENT THAN WE'D 
END UP WH (Е WEID 
STARTER FROM оар. 

CONTACT METHOD. 


МЕМЕ Gor 
CHANGE AND 
VITALITY - 
the LES AND FOT” 
PASS FAST THROUGH 
The MIDDLE 
AND CLUSTER 
AT “the. BEGINNING 
w END of The STEP 


[23456 78 9 


NOW ADD IN 474 
246 w 8 ` 
ZAND В E 
ARE ALSO E best 
ЕССЕМТЕС srenia | die жен. 
ND ENT ТАС 
MOVE Tla ОТ 


% A Ye isan 
IS MEUM АЕСНЕЕМ Bur THE 
INBETWEEN Не LEADS The ARC- 


THIS WAY OF WORKING AND THINKING IS THE BASIS OF THE KIND OF THING ART DID WITH 
HS 'GoOFY' WALKS, IT HAD A TERRIFIC INFLUENCE ON ANIMATORS. 


ART ALWAYS SAID, 


‘WHEN WEVE GOTAN CPRORTUNITY To INVENT — CERTAINLY WEVE Gor 
THE BIGHT MEDIUM FOR Г. ‚ 
CAN INVENT- 


THATS WHAT SEPARATES US FROM LIVE ACTION - МЕ 


NORMALLY A FEOT PICKS UP SLOWLY- g 9 


THEN TENELS QUICKLY 
THROUGH THE MIDDLE 


AND PUTS DOWN FAST. 


ORS THROUGH THE 
MIDDLE NORMALLY (5 Toi!) 


AND ЦАРА SLOW 2< 
Pur DOWN (11 T15) f 


AND THIS 16 EXACTLY WHAT THE LIVE ACTION MIME ON THE МЕС 2. PAGES IS DOING - 
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ON ONES NOW - 


LIFTS FooT FAST 


ANTICIPATES WALK (TRACED ON TWOS ) 


ANP PUTS THE WEIGHT ON IT manno 


— hA  ——— 


AND IF SHE CAN DO AL THIS LIVE” HOW MUCH FURTHER SHOULD We ВЕ ABLE ТО Go IN ANIMATION! 


AND SLOWLY PUTS THE WEIGHT ON (IT ——— 


и 
( HER STARTING STEP TAKES 12 FRAMES — HER FOLLOWING STEP TAKES 19 FRAMES ) 
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(NORMAL WAK SPACING) 
WE HAVENT YET QUITE SHOWN HE SPACING AND CUSHIONING ON A NORMAL WALK - 
HERE'S A FORMULA SPACING FOR THe ‘CONVENTIONAL’ WALK ON 12'S.((SPREAD APART ) 


CONTACT CONTACT WE SPEED 
- THRU THE 


7 j 13 Our OF, 
ЖГ 452% 


—— CUSHION 


" 
екй 1 1 7 
IT LOOKS ) (^ 
А GIT ODD 
SPREAD OUT 
LIKE THIS 
EUT 
IT WORKS 
FINE 
WHEN 
COMPRESSED 
ASIT 
Woutp 
ВЕ- 


AN 8 FRAME 
WALK USES 
EXACTLY 

The SAME 
DRAWINGS - 

WITH JUST 

SINGLE 
ІМ BETWEENS 
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ТО INVENTION - 


ОЕ. МАУЕЕ, LIKE 


ноў ан "Bd 


NOW 
LETS START 
-TO TWIST 
THINGS 
кисти 
e 
START WITH Tl вест — 4 WON DIRECTION 
KINP OF ON BACK WARDS 
VARIATION 
ON THE SAME 
SORT OF THINS - Васі FOR 
GROUND 
THIS WAY 


/ 
/ 
М» 
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Leas KEP FOOLING WITH HOW Пи FOOT @ES DOWN = 


AGAIN, МЕ CAN INVENT WHAT DOESNT TAKE PLACE IN THE REAL WORLD. 

АСТ BABBITT SAID, “A GOOD DANCER INYENTS. ITS NOT NATURAL FOR. A PERSON D LEAP 
NO THE AIR- DO SCISSORS WITH THEIR FEET AND "THEN LAND ON THEIR TOES 

у Е CAN DO ANYTHING WE WANT AS LONG AS WE MAKE IT 'WOPK”— MAKE IT LOOK BELIEVABLE“ 


LES МАШКА PANCER ОМ POINT’ - ON TWOS 
I 


| 
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(WEIGHT SHET } 


THE WEIGHT SHIFTS FROM СМЕ FOOT ТО ANOTHER IN A NORMAL STRIPE. 


EACH TIME WE RAISE A Роот IT THRUSTS THE WEIGHT OF CUR BODY FORWAED 
AND TO THE SIPE OVER THE OTHER FOOT. 


AND le SHOULDERS MOSTLY OPPOSE Tha НРС лад BUTTOCKS. 


CONTACT Те DOWN PASS POs, UP 


е 


“The DOWN PASS POS UP CONTACT 


> AND WS STRAIGHTENS - 
AND TAKES STRAIGH TENS - PLANTS Ha WEIGHT BUT The LIFTED 
Те» WEIGHT BUT Па FD Та Foor To the SIPE PASSING LE 

To The SIDE PASSING LEG OVER THAT FDOT CAUSES Та WEIGHT 
OVER The OT CAUSES Tle WEGHT те pace 
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«ТІСІ 
W - -- 


"ТТ BELT LINE > 
ВАСКАМР FORTH 

FAVOURING te LEC A \ 
THAT I$ LOWEST. = | 


NORMALLY Tiu BELT LINE 15 DOWN WITH HE Рост THAT 15 DOWN 
AND UP WITH THe Foor THAT IS ЦР 


AND 
NORMALLY 
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САЙ т) the St ЕС ИР 
ARM MOVE MEN bicis er Риск ü 


"Пе HAND 15 AT Tit LOWEST PART „Ети АВС. 


“the WRIST 
MAINTAINS 
the ARC. 


15 IN AN ARC 


AS THEY SWING TO BALANCE He TAUST 
OF THE WALK -Ee ARMS WILL TEND 


MOST OE fue TIME Пе. 
PATH OF ACTION (S E (THER 
AN АВС. OR A SOM OE 


FIGURE 8 
— But SOMETIMES 
ANGULAR. OR STRAIGYT 


ТСН The LEG 
The HEEL 
MAINTAINS 
Тш, ARC 


AND JUST ТО MAKE LIFE DIFFICULT, WE SHOULD REMEMBER, THAT. ‘NORMAL - Ta. GOWTAMENT 
ISSUE WALK -The ARM SWING 15 AT ITS WIDEST ON he DOWN РОТОМ, NOT ON Т. CONTACT POSTEN, 
ul 


PAN Меке 
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ARM MOVEMENTS 


CAN ВЕ BROAD it 

OR PRACTICALLY Сы Б 

NON -EXISTANT = Tie WAY 
ROUND 


HOW ABOUT Tha ARAS 

4P LIKE THe MES 
prag AND DOWN _ PARSING _ 
POSITION — ON Пе EXTREUES . POSITION й 


ж 
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HOW ABCUT HAVING 
The ARMS RIGHT UP 
ON The EXTREMES 
aud the 
ARMS RIGHT DOWN 
Su The 
PASSING 
POSITION 
WHICH 1% 
ALSO "ЕМҸ 


HERES А JAUNTY WALK 
DOING JUST THAT = ANP A LOT OF Tue THINGS WEYE BEEN TALUCING ABOUT: BELT LINE, SHOULDERS OPPESE HIPS = 
TILTING xà DELAYING HEAD, TWISTING FEET-REVERSING БСРУ. 


эг) 
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“Го GET SOME FLEXIBILITY IN AN ARM SWING 
WE'D DRAG THE HAND- 


{ THE WRIT 
| WAIN TAINS 
\ THE ARC j 


Gong mis М 


ANP THIS WILL GWE [© A NICE 
LITTLE OVERLAP OF THE HANDS 
AT EACH END CF THE SWING-- 


AND WE CANGETA ВТ 
MORE FLEXIBILITY 
INTO IT BY 
PROPPING the SHOULDER 
ON The PASS POSTION < 
MAKING 
А DEEPER ARC. 


EUT HERES THE SECRET- WHEN We Go 


FORWARD МЕН. | 
‘BREAK’ (BENO) AND WHEN WE COME BACK , WEILL BREAK’ 
о He ELBOW JOINT (FEND) Г АСАМ - AIMHOUGH GOING THIS WAY 
WHETHER IT LOCKS IT OKS QUE 
RIGHT CR. WRONG à {ерл 
AND WHETHER IT (А Да ys 
WOULD BEND EEND. 


THAT WAY Of НОГ. 
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SO, FOR GREATER — - 


4) BO 


BY BREAKING THE JOINT 


WE CAN GET LIMBER MOVEMENT FROM STRAIGHT LINES. 
WF WONT HAVE то DRAW IN А RUBBERY CARTOONY WAY TO BE LIMBER . 


LETS MAKE THIS REALLY CLEAR - AS МЕРЕ GOING To HAVE А LOT OF THIS.,, 


Ye 


ВИТ WONT IT LOOK STRANGE? NOT ON THE SCREEN. WHEN INEETWEENED ITS PROBABLY 

GOING TO BE FOR 4 FRAMES ORSO, % OF A SECOND. TCO QUICK To ‘READ! БУТ WELL FEEL! 

IT- WELL FEEL THE INCREASED FLEVIBILITY = INCREASED ‘CHANGE’. | THINKOF IT AEN. 
А Double ©) 

SOMEONE ASKED FRED ASTAIRE HOW ON EARTH HE OR. 


DANCE ANÞ MOVE LIKE THAT - AND HE SAID,‏ ا 
OH, 1 JUST START BY PUTTING BOTH FEET иде Ме:‏ 


BUT IF YOu ANALYSE FEED ASTAIRE FRANE BY FRAME 
YOULL. SEE THAT HES BREAKING JOINTS ALL THE ПМЕ 


ALL OVER THE PLACE. xX 
EY PERCEPHVELY CALLED HM “The HUMAN MICKEY MOUSE. XK — 
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HERES AN ADAPTATION OF А SUPERBLY ANIMATED FLAMBOYANT АЕМ SWING — 
BREAKING the JOINTS LIKE MAD — 


CONT 


(в) 19 (к) 
POWN 


BREAKING 
THE JOINTS 
OR WHATEVER YOU 
WANT TO CALL IT 
IS SECOND NATURE 
-16 THE EXPERTS. 
“оң, You HAVE To DO THAT! 
EVERY ECUI KNOWS THAT.” 
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TE SIE FIGURES. 
+ FIND THAT ONCE THE DRAWINGS ARF EVEN REVOTELY INTERESTING - 
ITS HARDER То SFE PAST ANY CHARM OR STYLE AND SEE THE STRUCTURE 
OF THE UNDERLYING MOVEMENT CLEARLY. EVEN ADDING AN EYEBALL- 
EMS To CREATE CHARACTER AND THEOW СМЕ CFF THE CHASE FOR THE 
STRUCTURE. АМР ПЗ THE STRUCTURE WE'RE AFTER HERE, ACTING au 


PREITY PRAWINGS OR PESIENS CAN COME LATER: 


WE CAN ALTER THE TIMING CF AN ARM SWING — 
SAY WE MAKE THE ARMS SWINE SLOWER. THAN THE FEET ..- 


We ANIMATE TE WALK ON BS - TAKING 4 STEPS (Рашер APART) 


KEPIN 


NOW WELL ADD THE ARMS BuT WELL Pur THEM ON 16%- 

SO WITH THE FEET ON ВЕ AND THE АЕМ6 ON |65, THE ARM SWING TAKES TWICE 
AS LONG AS THE FEET 

THE ARM EXTREMES ARE CN THE SAME DEAWINGS. AS THE FEET BUT ON #17, THE 
ARMS "TWIN" UNNATURALLY ON THE SAME SIPE AS THE FEET 


THIS SORT OF THING IS VERY EFFECTIVE ON A RUN! 


NOW LEIS DO tHe CONVERSE- 


WELL HAVE THE ARMS PUMPING AWAY TWICE AS FAST AG THE LEGS. 
WELL MAKE THE WALK ON 165 AND WORK THE ARMS ON 85. 
TAKE ONE STEP - (SPREAD FARAPART FOR CLARITY) 

МЕ. NEED MORE INBETWEENS TO SHOW THIS - 


PASSING 
POSTON 


NOW ADP THE ARMS- 
THE EXTEEME POSITIONS ARE ОМ 1, 4, 20 IT. 


ТИК NEEDS SINGLE INBETWEENS - MUST Ве ON ONES BECAUSE СР SO MUCH ARM 
ACTION IN A SHORT SPACE CF TIME. (TKS WONT WORK cN A RUN, FoR THE SAME Ер ОН) 
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( COUNTERACTION ) 


auc 
EXAGGERATED COUNTERACTION - AS IN A FAT MANS WALK 
в 
“the STOMACH MASS € STOMACH MASS А 
MOVES UP — 1 IOCH 
AS The ОРУ MASS 1 : 4 
MOVES DOWN == Dow 


WHEN THE CHARACTER GOES UP -THE DRAPERY OR HAIR OR SOFT BITS GO POWN. 


AGAIN, EXAGGERATING - Виттосе ANP BREASTS AND HAIR, 
COUNTER The BODY UPS AND DOWNS = PENN 
g 


ve 
43), 


Е 


ВИТ RESTRAIN THESE ACTIONS 
JUST GIVE SOME MOVEMENT. J ` 


МЕ NEAR THE END OF THESE WALKS LETS LOOK АТ WHAT THE END (S DOING... 
TAKE A WOMAN WALKING — 


"wu Bi 2 The 
= ВИТОК Eid ce eons ИЕ | 
N Bur (DELAY) THEM. \ 


fat fla MOVEMENT 
Л OF Пе DRAPERY 


MOVE -Me 


К\ 


ON 12'S 
š: 47 оз ть 25 


серен? t Қағаны 


AGAIN , WERE SHOWING THESE THINGS IN EXAGGERATED 
FORM. ITS ACCORDING TO TASTE HOW BROADLY OR 
HOW SUBTLY WE USE THESE DEVICES... 

AND PEAEMBERING THAT WOMEN 
TEND To WALK ON A STRAIGHT , 
LINE “TIGHTROPE WALKING, 


AND 
BAUERINAS 


FEMINAE 
WALK 
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HERES А FORMULA FOR А BOUNCY WALK - ОМ 85 


HIGHEST DOWN HIGHEST 
ON THE ON THE GOING ON THE 
CONTACT PASSING POSITION DOWN CONTACT 
Е НИМЕ лтан ынаны миск TWO 
LOIPOWN а Е 
f 
7 


THE REST ARE STRAIGHT INBETWEENS 


IN the 50 WHEN THEY SWUNG RIGHT AWAY FROM ‘NATURALISM THEY INVENTED SOME CHARMING WAKS- 
ESPECIALLY WITH CHILDREN. THEY OFTEN DID THIS~ THE CHARACTER: WOULD TAKE A STEP-THEN 
FOP UP IN The AIR FOR 4 To 6 FRAMES Oz SO, THEN. CHCÍCPOWN AGAIN aud ТАКЕ ANOTHER STEP, 


HSE CHUCKS: PASS Рос. 
PONN 


"ONTACT 65 Ра > 
CONTACT (ч ща Ра ому а СОМТАСГ 
"I 


2 FR. 


THEY 
M IGH r 


4 FRAMES 


CONTACT 
шр” КЕЕ 

C М RES 

СА мар steps 

` THEN POP 
rR Her UP 
Ма АСАМАТ 

нар Foe. RANDOM 

^ FRAMES. 


2-ға. 


ES + Рик 
THE CHARM OF е 16 ITS ‘STYLISED STIFFNESS! INVENTIVE THOUGH IT I5, ITS HARD TO EXTEND ON THIS. APPROACH - 
І WE DONT STRECH AND OVERLAP AND DELAY PARIS, THINGS JUST LOCK LIKEA PIECE OF PESTERCARD Ce. A РАВ. 
Сит-Фиг MOVING AROUND. 
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HERES A BOXERS WALK WITH The HEAD FLOATING LEVEL aed The BUTT aud PELVIS ACTIVELY MOVING UP ad DOWN 
ъи) FROM SIDE To SIDE AS the MAIN FEATURE, Пе. EUTT ACTION GIVES IT the WEIGHT. BUT JUST То COMPLICATE 
THINGS WE'VE MADE the EXTREMES WITH WHAT WOULD NORMALLY EE CUR PASSING POSITION — 2w the 
‘CONTACT іс NOW The PASSING POSITION. OF COURSE THERE ARE NO RULES. WE GAN BUILD FROM ANY POINT: 


NOW WE MAKE ANOTHER THEN WE MAKE ANOTHER EXTREME 
EXTREME HERE WITHTHE НИЖЕ WITH THE BUTT AT ITS LOWEST 
Butt AT ITS HIGHEST. AND THE ARMS AT THEIR. WIDEST- 
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HERES А TECHNICAL AID FOR PLANNING А WALK IN РЕРӨРЕСТМЕ (EME MAN TO BF 


DRAW 2 LINES - ONE ALONG The Тор OF Пи POSTS ~ 
“the OTHER ALONG Тік BOTTOM. BOTH MEET AT “The 
VANISHING POINT: 


THEN DRAW ANOTHER LINE ( BLUE ) HALF-WAY BETWEEN 


NOW DRAW A LINE FROM The TOP OF На FIRST FOST 
GOING THROUGH The CENTRE OF The SECOND POST 
То Пе LOWER HNE- 


NOW WE KNOW WHERE To Put The THIRD POST — ANP ALL THE REST. 


==— IK ЙІ 
| AN CL қ 


№е% 


APP IN O4. FIGURE MAKING AU The RIGHT Foot СоМТАСІЄ. 
THEN PUT IN The LEFT FOOT CONTACTS - 
THEN ADD PASSING POSITIONS etc. THE USUAL ROUTINE „+, 
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HAVING GONE THROUGH ALLTHIS WALK BUILDING зад FORMULAS ete. WE END UP AT 
Те MAIN ISSUE = МО TWO CHARACTERS WALK The SAME. ALL WE CAN DO IS GENERALISE - 


p 

NN Е PREGNANT, А FAT МАМ LEANS BACE SIMILA 
EN DNO AND AN OLDER Theme E PANEN RIY 
pro CM “MOTHERS PRIDE чу ИКЕА DANCER - 


THis - (S Шад елек Я 
MA m SR 
Y hw 


ja Pie 


SHES BALANCING the WEIGHT – SO'S НЕ. 
HE WEIGHT HAS To BALANCE - EXCEPT FoR Tie BRIEF 
INSTANT WHEN WE SEP OURSELVES FALLING OVER — 
А DRUNK : 6 е TING 15 WE REGAIN CUR RALANCE - 


ITSTRYNG 26 
Te CONVINCE 
uS 


SAILORS WALK 
WHOLE EoPY ROCKS 
ALWAYS МОИМ ADE TO SIDE” (39 
А LITTLE BIT. аа ди: Pak 


EREXAGGEAATED FOOT ACTION — LIFT LEES HIGHER. 
m" Mio THAN АРИЯ 


(Тт MING 1550 IMPORTANT IN WALKS | 
Кем HARRIS Mb “ВАЗЕ WALIG ON 12/5 - AGAIN, ITS NOT JUST HON THEY oa 
(AS РРМЕТКАН:) THEN EVERYTHING IS JUST те FEELING? 
20 MUCH FASTER ORIS |, HOW IS Ще PERSON FEELIN 


с SO MUCH SLOWER THAN 12. SAD 


fa FOOT HITS FLAT od 
TRAILING РОСТ YOUNG 
BENDS mò LINGERS др 


DRUNK 
GOING UPSTAIRS SPRIGHTLY 
O| 


EMPATHETIC 


LAME 
INHIBITED 
МІҢТАРЕТІС- 
DEPRESSED 


YOUS 
у? 


TAKE А PRUNK FOR EXAMPLE - 
T APE So MANY DIFFERENT 


GOING DOWKIAIRS 
SQUASH MORE THAN 
NORMAL ON HIT 


Те SILLY DPINK 
“The LASCIVIOUS DRUNK 
The SELF-PITYIN& PRUNK 
The EXPANSIVE , HAPPY DRUNK 
“Пе OUT-OF-CONTROL ATHLETIC DRUNK 
Па OVERLY GRACIOUS POLITE DRUNK 
“the VERY DIGNIFIED DRUNK 
The VICAR (1 Saw A VICAR WALK IND A WALL) 
We INHIBITED SOCIETY MATRON 
The FIGHTING PRUNK 
“Пе SENTIMENTALIST 
The FIRST TIME DRUNK 

etete: 
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ТӨ SUM UP: 
WAYS TO GET VITALITY IN A WALK 


the RECIPE 


LEAN The EOPY 


USE STRAIGHT LEGS ON CONTACTS à PUSH OFF POSITIONS 
(GONS FROM STRAIGHT To BENT OR BENT ТО im 
TWIST he BODY — Tr the SHOULDERS md) НІ 
The SHOULPERS CE te HIPS 
WEL Tia HIPS 
FLOP the KNEE ІМ OR OUT 


TILT the BELT LINE FAVCUEINS The LEG THATS LOWEST 
FLOP ће. FEET 


DELAY the FEET AND TOE LEAVING Та GROUND 
UNTIL The VERY LAST INSTANT 


ТР The HEAD OR MAKE IT GO BACK aud FORTH 


DONT HAVE EVERYTHING WORKING 
DENY PARTS TEGETE AT The SAME TIME. 


USE COUNTERACTION - FAT, BUTTOCKS, BREASTS, 
DELAYED CLOTHES, PANT LEGS / HAE c, 


BREAK the JOINTS 
MORE UPS з.д DOWNS (FoR мнит) 


USE DIFFERENT TIMINGS Ve VERSUS ARMS VERSUS 
D VERSUS Бору Efe- 


TWIST the FEET - TAKE Bun OFF The РАВАН... 


IF WE TAKE А NORMAL CLICHED ACTION зид Ани 
ONLY ONE TINY PART- КЕ GET SOMETHING DIFFERENT! 
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1 WANT ТО CLOSE OFF ON WALKS WITH THIS EXAMPLE OF А МИТ KAHL TYPE. STRUT. 


IN HIS CAREER HE ANIMATED MANY ENERGETIC. SUPEROPTIMISTIC. ‘CAN DO’ WALKS. IVE ADAPTED 
эн) COMBINED SEVERAL OF THESE INTO A COMPOSITE ONE (USING A GENERIC FIGURE - NOT A CHARACTER) 
~A MAQUETTE’TO SHOW The WORK PROCESS OF A MASTER. ITS CERTAINLY NOT TO PROVIDE YET 
ANOTHER. FORMULA, BUT AS AN INSIGHT INTO HOW A MASTER WORKS 2u) THINKS - HOW HE STARTS 
ОМА SIMPLE BASIS WITH The CONTACTS 229) LOADS IT WITH DEPTH зад INTEREST AS НЕ ВИШВ. 


AND ITS FULLOF The STUFF WEVE BEEN TALKING ABOUT. 

FIRST HE MAKES Е 
The CONTACTS < i ІЗ 25 
We T: STEPS 


— 04 [2$ 


RIGHT AWAY . 
THERES LOTS OF 
VITALITY 
IN Tie. CONTACT 
FOSITIONS 


Ler’ SPREAD IT OUT 


So ITS NICE puô CLEAR - 


THE PASSING POSITIONS Go IN NEXT = 


I ДА | 13 12 ж ac à 
2-4 لسلا‎ 
(тнв WOULD ALREADY MAKE А GREAT WALK 4€ IT В = WTHOUTEABOING IN MORE HIGHS OR tons!) 


NOW WELL APP IN The LOWS -The DOWN POSITIONS . 
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NOW WE'LL PUT IN The UP POSITIONS ~ 


12 16 Щ 22 25 
L لبإ‎ 


“THEN Abote  * 


Z о 1% 
(NÉE eens (ON TERS) 


iode É 22 26 
23 v6 87 наз "as IT De X 2f 


ANO YOU CAN BET THEY'RE 
GOING TO Ве THOUGHTFUL 
|МВЕТЧЕЕМ5- 

МОТ MECHANICAL ONES. 


EXAMPLE : 
WITH The LAST 2 INBTWNS 
The RIGHT LEGS NOT 
JUST (NBETWEENED. 
“The REST (6. 


Now Пе WHOLE THING 
[< PACKED МИН VITALITY 
ла) ‘CHANGE ' 


\SOPHICTICATED USE 
OF The BASICS 7 
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“SNEAKS ) 


THERE ARE 2 DEFINITE CATEGORIES OF SNEAKS: 


EXPRESSES FEAR OR MISCHIEF 
- MORE OR LESS OPPOSE 
TO A FORWARDS SNEAK. 


AVERAGE VERSION 24 FRAMES for EACH STEP. 
FAST VERSION: IG FRAMES PR STEP. 
JEESCN 22. FRAMES FOR EACH STE. 


А TRADITIONAL SNEAK HAS A VERY INTERESTING ConisTRuctioNn. 
THE MAIN THINGS ARE = 


А) “The BODY Goes BACK and FORTH. 
е BOPY GOES. BACK WHEN The FooT 
GOES ЧР. The ARMS ARE USED FOR BALANCE. 


(D WHEN The FOOT REACHES зад CONTACIS 
Та GROUND, the BODY 15 STILL BACK ana 
Tie HEAD IS HELD BACK, DELAYED JUSTA LITTLE BIT. 


C) AFTER he FOOT CONTACTS The GROUND 
The БОРУ FOLLOWS - GOING FORWARD 
AS Па. FOOT TAKES the WEIGHT. 
NEXT The BODY WILL во BACK OSO) 
AS The OTHER FOOT GOES FORWARD. 
CONTACT 


оу 


^ 


UN 
AS WITH А WALK THERE ARE 


| 3 IMPORTANT DRAWINGS - 
| The 2 CONTACTS 

| AND A VERY INTERESTING | 
|, PASSING POSITION. j 


COMING 
POWN ON 
лот 


ON TOES әш) PLAY FUL 
SURE OF HIM/HERSELF 

IO FRAMES ~ 12, 13, I+- FRAMES 
WHATEME WE WANT | ; 
REALLY FAST ONES oN 35 RAS 
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Кем HARRIS SHOWED US THIS FORMULA FOR А SLOW SNEAK: 
IT TAKES 2 FEET = 92. РЕАМЕ$= | SECONDS FOR EACH STEP. 
ON TAOS — (BUT OF CONSE Ти BE EVEN BETTER ADDING JNEETWEENS ON ones ) 
CONTACT CONTACT PASSING POSITION 
17 
y 
HEAD ` СА 


БАСК. 


HEAP 

_ ТЦ ЧР 
SLIGHTLY 

Зи ARMS boli 

OPPOSE Ки LEGS - 


THEY JUST BALANCE. 


Семеен) 
VERY LITTLE 


ANIMATE 
“а. FEET WITH 
EVEN SPACING 


Bob] Ге 7 9 


ив 17 Пу 25 оў aq 88 
нео ПАО tr ااا‎ 
3 16 (4 E 


FEET (32 s 7 9 HH 13 15 17 


19 21 23 26 1 24 31 33 
Рем С++ + 


, T 


17 
| 


ITS А GOOD EXAMPLE CF COUNTERACTION— 
АС НЕ MOVES ALONG, He HEAD GOES FORWARD aud Пе HANDS Go BACK. 


THIS IS the BASIS. IT WILL WORK NICELY JUST INSETWEENING The 2 POSITICNS AS IS — 
and NOT ADDING ANY FANCY Eie OF INNER ACTION- 


з = —— OF COURSE WE CAN ADD ANYTHING 
NS 


< WE WANT WITHIN = БИТ THS Dogs u JOB 
NN IRE 


WITH JUST 3 DEAWINSS ano) The CHARTS. 
1E ue HANDS WERE OPEN 


WE COULD USE ARCS OR JUST STRAIGHT 
[T WOULD LOOK FRIGHTENED , MECHANICAL IN BETWEENIS.. ITLL WORK WEL- 
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Bur OF COURSE, WE COULD DELAY PARTS = 


CROSSOVER HEAD 
BACK dud LOCKING DOWN 


COULD STAY FULLY ON the TOES ALL he TIME To ENHANCE “Tl FEELING OF CAUTION = 


IN 54 VIEW WE HIT 
DRAWING PROBLENS - 
VE, VOLUMES, 

ate. WHICH iS WHY 
LOTE OF ANINATORS 

SAY IN PROFILE 


[m Ет) 


TEY (TON WHAT ABOUT. 
FRONT VIEW — А Z4 VIEW? 
WAISTLINE SHOWS 

WHATS HAPPENING — 


[те PLAN IT sr 
iN PROFILE 


HERES АМ ADAPTATION OF A EILLTYTLA SNEAK - 
THERE ARE 4 PLANNING DRAWINGS. ITE ON 26 FRAME = | SECONDS PER STEP. 


FUNNY, SOON AS WE ЄҢЕ IT AN EYE, 
IT SOMEHOW CREATES PERSONALITY = 
BECOMES ENTERTAINING OR ATTRACTIVE 
^u] WE STOP PAYING ATTENTION TO the 
УМАГОМУ “OF WHATS HAPPENING . 
CHARLIE CHAPLIN SAYS ` PERSONALITY 
RANSCENDS EVEEYTHING ELSE.” 


23 
"Кв. NEXT РЕКАМ 
кү ны 


“Па МОМ ВЕР 
НЕ HAD ON 
Tut DRAWINGS (357 4 доба ne 3 
50 |М MAKING L Teter 
^ GUESS AT i COULD BE 
WHAT HIS TREATED 
CHARTS WERE - EVENLY 


Bur Look HOW CLEVER 
THÉ MAN IS! Look AT 
HIS CHANGES OF SHAPE! 
the AMOUNT OF CHANGE! 
THS K WHAT HES REALLY 
DÓING — 


- GOING FROM CURVE TO ОРРОСТЕ CUNE То STRAIGHT TO CuEVED to OPPOSITE ete- 
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AFTER. АРТ BABBITT FINISHED HIS FIRST MONTH OF INTENSIVE TRAINING AT AY LONDON SIUDIO 
FOUR OF US SAT ИРАЦ-МЕНТ acd ANIMATED А QUICK SATIRE FOR HIM СЕ Ме SEMINARS. 

| DID THIS HORSE SNEAK AS AN EXERCKE IN "OVER ANIMATION -WHICH CAME OUT KIND OF 
FUNNY — SHOWS HOW FAR WE САМ GO ~ SITING RIGHT ON The BASICS. (on Two's 


А SWEAKING ОҢ 12S 
WERE ARE JUST The м0 fs 
POREMES Ad he 
BREAKDOWNS “The 

Б 
Же EXTREMES 
FOR CLARITY? , 
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HERES А MORE CONSERVATIVE SNEAK С 245 - | Set rog. HEH SIEP ( 


/ Кем HARRIS x м 
МАРЕ THIS CNE нә A LOT CE 
гама Surr 
Вит TOES Tie. 
Јов PERFECTLY, 
#3 HERD за 
ANP SPREAD APART - вору LSER. 
6*1 
26 3321 19. з | 
Бар 
4 ) 0 
{7 < 
ОМ | 
A, eu 
\ Ау 7 2» S 
NOTE Te FOOT SWINGS FAST 
THROUGH Hu MIDPLE AND 


до Е ion 
MOSTLY با‎ 
Pure POWN GINGERLY MOSTLY Н 15 23 
е BIG MOVE THROUGH The MIDDLE INDICATES THAT THE SHOWLD HAVE SINGLE INBEIWENS nd ВЕ CN ONES 


zç 


“the BODY GOES BACK THEN ie Беру есес 
As The ОСТ ТАКЕ FORWARD AGAIN AS 
ШЕҢ, Nd eve “fle WEIGHT He FOOT REACHES BACK 
@ оке өт AGAIN = 
FOE WAP ENEK @ 
= Вит EAC<WAEPS. i 

"(Áo ARMS Coup 

OPPOSE Te LESS 

ASIN A WALK 
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| Че TIP TOE SNEAK ) 


| DS AR RE 


ITS SOMETHING BETWEEN А WALK ad A EUN aud А SNEAK, 


The FEET WORK 
ИР aud DOWN 
LIKE. PISTONS 
—HASTO ВЕ 

ON ONES. 

CAN BE А QUICK 
ASAS = 6 STEPS PER SEC. 
OR a 65,85 105 
125, d's, АНАТЕЕЕ- 
БИТ 116 МОРЕ 
SUITABLE FOR 
FAST TIMING - 


HERE'S The WELL-KNOWN 
FORMULA FOR the SHORT 
LEGGED CREATURE (ОМ4% ) 


ан) 8 7 


EXTREME геран 
пе uP 


BUT WITH А TALLER FIGURE. 
WITH LONG LEGS Weve СОТ 
AMILIAR. PROBLEM CF 
тео MUCH ACTION IN TOO 
HORT A SPACE OF TIME. 


the reer TEND To FLICK’ 
DOWN WITH The TOP НЕ 
TUST LOOFING LIKE (TS 
HANGING THERE ^ 

SO, To бет AROUND THIS 
WE TAKE А BIT LONGER 
FOR ще АСТОМ- 

Ръце we CAN TWIST The PELVIS 


А PLUS We CAN VARI Tie CYCLE POSITIONS. 


115 NOT MUCH OF 
А PROBLEM WITH 
А SAU OR SHORT 
CREATURE WITH 
SHORT LEGS ~ 


WE CAN 
CHANGE The 
SILHOUETTES 
SLIGHTLY ON 

ALL PHASES 

CF EACH 

STP- 
LOWER The 
KNEE ETC. 


NXT 
SEP Hi 
Course | 
sep 1 
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вер! - = 
HERES ONE THAT WORKS - (ом 5$ = 5 STEPS PERSEC.) HES uP N THEA 


FOR JUST ONE PRAWING 
Speer © 2 па 5 
out EXTREME = 


HERES ANOTHER VERSION THAT WORKS- ( он G's = 4 Sepe рна set.) Кн 


2 9 DW. 


EXTREME - 
LOW 


WE CAN GET SOME СОИМТЕРАСТОМ GOING CN А FAST SNEAK (тих © EXAGGERATED ) 


CONTACT PASS POS the Up CONTACT 
the DOWN - ol 
e 
0 я 
>> 
KEEPING А 
SLIGHTIY 
DIFFERENT 
DELAY PROFILE. 
+ вазу ( reon (A) 
Е Š p © 


the 
UNTER CONTACT 


сс 


SEP- 


e Е & H ecko (А) 
{ ARIWAY, THIS IS Tlie IDFA- WHICH CAN APPLY IN А REDUCED WAY To А LESS CARTONY ACTON aud FIGURE.) 
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ЛШ ` WY 
RUNS AND JUMPS AND SKIPS NS 


IN A WALK ALWAYS ONE FOOT IS ON The GROUND. ONLY ONE РОСТ LEAVES the GROUND 
АТА TIME. 


IN A RUN BOTH FEET ARE OFF ‘the GROUND AT SOME POINT FER 1, 2. oR 3 POSITIONS. 


TAKE А Quick 


WALK ON 6S.- 
IF СҚЕ Foor 


ALL THE ПМЕ 
WE DONT HAVE 
A КА 

WE HAVE A 
VERY FAST WAK 


(+ Steps Pee sec) 


AND 
АМЕР ET Бот 


ІТ DOESNT НАМЕ ТО ЕЕ THAT WAY, BUT THAT WOULD ВЕ {he PISTINGUISHING CHARAGERISHC BETWEEN А RUN aud A WALK 
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HERES the SAME THING WITH А BIT МОРЕ VITALITY - MORE LEAN EIGGR Дом SWING- 
Eur STi JUST With The FEET OF Tia GROUND FOP: ONE FRAME- 


A ‘NORMAL’ EUN ON 6$ (А SEPS pee ec) 


2 
па DOWN __ 


HERES А SIMILAR THING WITH МОРЕ CARTOON PROPORTIONS - 
А CARTOON RUN ON GS - Вит WITH e FEET OFF The GROUND FOR 2 POSITIONS -PHIS VIOLENT ARM SWING. 


/ 425: 3 tur A Pass pos 5 6 7 
OWN + 
CONTACT выг маг то EAR STA ы Қан ws dem. РИ ша санта 


в POWN 


о 


ARMS АТ WIDEST 
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ANOTHER, RUN ON 6$ - 


HERES Tue ‘REAL’ VERSION СЕ The SAME THING = 
NOTE The REDUCED ARM ACTION - WITH HARDLY ANY UP aud DOWN CN The BODY — 
PLUS BOTH FEET ARE OF The GROUND FOR 2- FRAMES. 

— d cw 


5 6 
за HIGH 


7 


WITH RUNS WE CAN ро ALL ~The THINGS WE PID WITH WALKS, 


The HEAD CAN GO UP зад DOWN, SIDE ТО SIDE, BACK aud FORTH. “the BODY 
САМ BEND sad TWIST IN OPPOSITE DIRECTIONS , a FEET FLOP IN md OUT efe. 


But WE CANT DO AS MUCH BECAUSE WE PONT HAVE SO MANY POSITIONS 


TO PO IT IN BECAUSE Te RUN IS FASTER. (A WAKER он 12's MIGHT RUN oN 65) 


RULE OF THUMB ON A RUN- 
WHEN WE RAISE the RODY 
4——— IN The UP POSITION 
RAISE IT ОМУ '/2 HEAD 
OR EVEN УЗ OF A HEAD 
NEVER A WHOLE HEAD. 
“THATS тоо MUCH. 
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OF Course, AS WITH ИАНЕ, 


RUNS HAVE TO EE ON ONES BECAUSEOF SO WE CAN CURVE The BODY 
MUCH ACTION IN A SHORT SPACE OF TIME. REVERSE iT ON The OPPOSITE SEP 
aud KEP IT STRAIGHT ON The PASS. POSITION. 


5 3 


CONCAVE 


HEAD SLIGHTLY ИР ON The PASSING POSITION + 


(GE) WE CAN TWIST u BODY SIDEWAYS (ОВ AS WITHA WALK- 
ON the EXTREMES tp GET A FUNNY WE CAN VARY IT BY HAVING +, Bony 
EFECT- GO POWN ON Tle INTERMEDIATE FOSTON 


BUT STIH-TREAT the FEET The SAME WAY. 
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LETS TAKE A TRADITIONAL CARBON RUN = ( SPREAD APART ) 
Coup BENAS- E 
ORON Bs Б + 2 
WEITH (NBETWEERS. 


AS WITH A WALK- 
FOE VITALITY 
24} MORE ACTION 
Ерден WITH A 


START FROM 
Teup 

POSITIONS ~ 

“the Peer 
SPREAD 

IN the AIR 

POSITIONS 

AS The етеме 


(Өс emer wama the Pus OFS) 
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IN А FAST РИМ (АУ 0845) #5 SHOULD NOT ВЕ AND IN A FAST RUN “The POSITIONS 


EXACTLY the SAME SILHOUETTE AS МЕ COUNTER.— 1, SHOULD OVERLAP SLIGHTLY 
VARY rr SOMEHOW - MAKE IT HIGHER OR LOWER. ТО HELP CARRY The EYE. 
Ë OVERLAPPING - 
G), + £ 2 ! ya = 
5 + z t 


= ооо - 


N 


IN A NORMAL RUN. The ARMS (AS МА WAK) COUNTER EACH OTHER . On AUN” BUPNOTON SHEE 
HERES The CLICHE’ СА сөзі В ^) Bur Te ua i. WHAT ABOUT HAVING Tu LEGS 
A OPPOSITE ТО the STANDARD RUN? 
HERES A 4 DRAWING РИМ WHERE Tu NORMAL AND ОК е. MIDDLE Position 
PASSING POSITION 16 USED AS The DOWN - INCLUD Gr PUSH e HEAD avd ROPY MORE FORWARD 
tle ARMS. des (tur NOT тоо мисн) 


POWN z DOWN 
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“THERE CAN BE А 
HUGE FORWARD LEAN — 


IN REALITY’ 4 
“The FASTER the FIGURE RUNS 
The MORE IT LEANS FORWARD. 


AND IT DOESNT HAVE ТО ВЕ 
IN BALANCE ALL The TIME 


OBVIOUSLY, 
WE CAN TAKE THINGS MUCH FURTHER - 
HEEES А RUN ON GS (PLANNED FROM а, SPREAD ват розтемз) 


z 
“fe DOW 


BECAUSE OF The LONE LECS IT NEEDS AT LEAST © POSITIONS TO МАКЕ IT WORK- 
Got то KEEP The HEEL MOVING IN AN ARC. "THE HEFL LEADS -Tie TOE FOLLOWS - 


НОМ ABOUT THIS ONE- 123 + 456 7 
А © DRAWING RUN با‎ | 


Чи пони 


E pd 
те 


INTERESTINGLY, 
АВГ ВАЕВИТГ FELT THAT © FRAMES is REALLY A NICER RUN THAN A4 OE- 5 DRAWING РИМ. 
AND КЕМ HARBIS, A TOP EXPONENT CF WARNER” FAST ACTION ALWAS PREFERRED [© ро RUNS AN s 08$ - 
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WHAT ABOUT THE ARMS? ро THEY PUMP BACK д FORTH? SWING шау? DANGLE LOOSELY? 
ро THEY SWING FROM SIDE TO SIDE? DO THEY HARDLY MOVE AT ALL 2 


IN À CLICHE OR STANDARD RUN LETS TRY А RESTRICTED ARM MOTION, 
“THE ARAS (AS IN A WALK) “The. ARM STILL OPPOSES The LEG 
ARE OPPOSITE ТО The LEGS. I But MOVEMENT 1S RESTRICTED. 


ARMS BENT AT ELBOW - VERY RESTRICTED. 


Q %4 
PE 


SEEN 
THis? 


CN AVERY FAST RUN 

TESA D А ЕТ OF То MUCH 

ARM MOVE V 
Ir CAN ВЕ Too г aud CONFUSING. 5 

THe LEG ACTION SHOULD PREDOMINATE. Ñ <ч 
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How ABOUT the ARMS SWINGING КОМ SIDE TO SIDE ~ Амр Fence the Peespecave . 
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deter ABOUT VARYING EVERY OTHER PASSING POSITION AS THE RUN PROGRESSES 7 
HAVE EVERY OTHER PASSING POSITION GO TOWN — VEN THOUGH BOTH FEET ARE OFF The GROUND. 


PASS Рос 
канен 


ee b сомкт postes CONTACT PAS: Pos cowmer The AMOUNT OF ADA 
Bar wise RETURN О (5) 


MOVEMENT WILL HAVE 
@ (> 


TO ВЕ PESATA 
SINCE те PUMPING 
EVERY 4 FRAMES 
(С Ties A SECOND) 


WE COULD MAKE A 
RUN ON 128 - AND PUT 
The ARM ACTION оң 6%, 
A PUMPS А SECOND) 
— WOULD BE VERY 
EFFECTIVE. 
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CONVERSLY- МЕ CouLD MAKE A RN AND HAVE the ARMS GONG TWICE AS SLOW AS Пе НЕТ. 


WE CouLD ^ PAS Pos ARM PASS Pes 
NAKE “the 2c 23 МЕСА 
RUN ONGS SWINE 
Ар HAVE 162 ARNG 
The ARMS WA 
SWINGING BIG ARC 
oll 165 BECAME 
e HAN "epo 
‘the BODY Ir N- 
BACKWARDS WITH Tims = 
THSTIME - un 
OFF. BALANCE. Á BIT FRONT 
le 5 ARMS TW ARM Каз 
a VINCE fte Ex e HE BARKE 


HERES A 5 DRAWING RUN 
SHOWING HOW WE CAN VARY Тһе, SILHOUETTES ON A FAST RUN - 
“AGAIN, SO THAT The EYE DOESNT READ IT AS JUST The SAME ONE LEG 2u) ONE ARM GOING AROUND. 


EXTREME пер ЕЗ 
HEAD LOWEST 


^ 
| NONE 2r THe | COUNTER | POSITIONS [o The SAME | once | 


EXTREME up 
_HEAD Lowssr 


ALSO ‘the BACKS Go FROM CONCAVE то CONVEX, The FEET TWIST зд The ARMS 22) LEGS ARE сате DIFFERAT 
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HERES A JOGGING Рим ON 65 = 


BECAUSE THIS RUN к SLIGHTLY SLOWER. THAN е PRECEEDING WIDER СНЕ ON 55 
AND BECAUSE The LENGTH СЕ The STRIDES IS MUCH REDUCED -CEOTH FEET ARE IN The AIR. 
FOR JUST ONE FRAME) - (а. CONVERSE SIMOUETIES CAN RE MOBE ALIKE «висели. DIFERANT) 


EXTREME 


“Пе feer TWIST зид The AAMS PUMP AROUND IN A SMALL CIRCLE THe HEAD вт GOES UP AND DOWN . 


А YOUNG GIRL MIGHT RUN ON 85 - REDUCED ACTION- WITH ONLY ONE DRAWING OFF ~The GROUND. 
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ТАКЕ A FAT MAN RUNNING ON 6 - 


“THERES GOING ТО EE LOTS OF ИР 2ud DOWN ON Thie WEIGHT, BECAUSE HES So HEAW thc DOWN ЕТЕМ 
IMMEDIATELY FOLLOWS ще UP PCSITION. THEN HE HAS TO LIFT HINGELE UP OVER Te NEXT 2 FRAMES 
IN ORDER ТО FALL DOWN HEAVILY AGAIN, THEN HIS HEAD LEANS FORWARD ТО HELP те PuSd-UP. 


е @ 


Ta uP 


HEAD UP 


CONTET 


L2 
(2. (во; 
“Та ИР 


CONTACT 


CONTACT 


AN IMPORTANT THING = WHEN A RUNNER ROUNDS A CORNER THEY LEAN TOWARDS ае CENTRE - 
IN THE DIRECTION OF The TURN — 


LEAD 
with 
Tue 
HIPS 


- d | Feer САМ ence баг- 
چچچ‎ С” -TAKE AL SORTS OF 


LIKE A MOTORBIKE, THEY LEAN ON he TURN (DEPENDING CN The SPED) EET ыу. 
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SOMEONE SAID THAT THECHASE 16 AN INVENTION THAT (S ORGANIC. 16 MOVIES, 
CERTAINLY THERE АРЕ THOUSANDS OF RUNNING AROUND CHASE CANTEENS 
юрис ENDLESS 2d IN VENTIVE VARIATIONS ON FAST РОА. 


He FAST RUNS AGE NORE SUITABLE POPSET AND The LONGER-LEGGED FIGURE NEEDS UHLY 
FIGURES WHICH NEED FEWER ОЗС TO МОРЕ TIME ТО FUNCTION -NE CE-Two MERE 
FUNCTION IN LESS TIME BECAUSE IT ALLOVERLAPS. POSITIONS TO HELP CARRY THE EYE. 


(ne 4 DRAWING FORMULA еш ) 


EFFECTIVE FOR SHORT- LEGGED FIGURES 


THIS (5 SO FAST (6 STEPS PER SECOND) THAT THERES NOT ENOUGH TME то SWING 
“the ARMS AROUND VIOLENTLY -SO THEY FOUND ITS BEST то STRETCH Ше ARMS OUT 
IN FRONT. “the LEG ACTION WORKS UNDER aud BEHIND The BODY (ек нЕ Suppe) 


VERY LITTLE UP and POWN ON HEAD oul BODY 
аР 


Роим 


EXTREM " Ривн-ове. ‘PASE POS А CONTA i EXTRE а EME Е 
ANP AGAIN, WE SHOULD VARY ECR TANT: 
“The SILHOUETTES SLIGHTLY TO STRAIGHT G 
HELP The EYE CEAD BOTH LEGS Cenner HD 
IN HERE PONN 


Pash FF 


EXTREME 
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JONC INS = THIS ONE is PLANNED FROM The UP IN AIR POSITIONS BUT is 
VARIATIONS ON 4 DRAWING RONS STILL ON The SAME BASIC PATTERN AS The PRECEDING FORMULA. 
PASS POS EXTREME 

z A 6 


er PUSH OFF 
The BODY Goes FROM CONVEX To CONCAVE PARS Pos 
9 е = 8 
дърт” tes BOW | _ | 
„АХ "y Bea Z 
Li CeNTAET ыша [TE === — 


HERES A VERY WILD ONE = WITHARM SWINGS = — PLANNED FEOM The PUSH OFF POSITIONS. BUT STIH- 
BASED ON The PCRMUA PATTERN 


2 Е 


PUSH OFF mE 
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| MADE THIS RUN ON 4% — ITS PLANNED FROM The Ризи OFFS 77) aad (E) 
IT COULD HAVE DONE WITH А BIT MOE UP ad DOWN за STIETCH ON The BODY BUT The LEG ACTION CARRIES IT: 
[TS A CYCLE-REPRAWN WITH HAIR, ARM WITH KITE, CCATINLS ad ANIMATED PERSPECTIVE FLOOR ADDED APTERWARDS 


EXTREME 


Ле IT 
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INCIDENTALLY, ABOUT CYCLES — 
LONG CYCLES ARE GREAT. SHoRT CYCLES OEVIOIKLY READ AS CYCLES — 
Eu IF WE TAKE SEVEZAL STRIDES WITH VARIATIONS IN The EXTREMES aud 
PASSING POSITIONS, Etc -THEN HOOK BACK To ЎТ), Ir STOPS OR PELAS 
the EVE READING IT AS А CYCLE. 


THE 2 DRAWING RUN 


= В STES PER seconp! WECANT GET MUCH FASTER THAN THIS BECAUSE- 


OOO 


Te МАКЕ A WHEEL ОР, A SPOKE APPEAR. то GO AROUND IN A CIRCLE 
WE NEED A MINIMUM OF 2 DRAWINGS / POSITIONS 


-TWO WONT Do IT. 
IT JUST FLICKERS - AS 


IN PRACTICE, IT WORKS OUT LIKE THIS: 


| ғ STRIDE 
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+} T€ ا‎ E a BASICALLY JUST GETTING THE 
HERE ARE COUNTLESS VARIATIONS ОЙ THIS 2 DRAWINGS Te GO AROUND. 


EXTREME PXTRE! 
uP Bic Pos. За 


ПР PASS PoS 
DOWN. 


m 
OF COURSE IT WORESSW пн SHORT CARTCONY FIGURES = 


EXTREME 
MID 


PXTERAIE 
ыз читы 


7 


PASS Pos. 
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HERES The STANDARD VERSION FOR BROAD LEG ACTION ON А 3 PRAWING RUN = 


CONTACT Camer contact, 


А YARIATION — sur =пц-ом The SAME PATTERN — 


Амр WHATS 
To StoP US 
BREAKING iT UP? 


HAVE 4 DRAWINGS 
ЕСЕ. ONE STEP - 


CORTACT ада 


AND HAVE 2 emp ыы 
= PRAWINÉS % 
FOR Пе OHER. 


ыма Тнере Reay is А PASS POSITION HERE. p 
БР, 
wees FAVOURING EACH EXTREME. 
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Ане WE CAN STILL GO EVEN FASTER = 
WE САМ USE З POSITIONS FOR Ще. FIRST STRIDE эй ONLY TWO FOR The NEXT. 

ж 
HERES OUR FIRST 2 POSITIONS = “йе CONTACT TREES WIH TWO INBETWEEN PeBITIONS 22 x Š 


пе 
HIGHER THAN FT 


arme’ 


TIEN ТАКЕ EXTREME 4 AND ONLY MAKE ONE INBETWEEN BETWEEN IT aud EXTREME 1 Еседі 


HIGHEST up 


време KREME back Te Г) 


THIS GIVES US 


ANP WE CAN SWITCH F20M ONE SIDE То The OTHER WITH The SHORTER OR LONGER STEP — 


The 2 PRAWING RUN ) -Ha Fastest RSIBLE RUN- ( "2957 итн бил RUNNING )= 12 sreps риск. 


IN the 408 Рерстов. TEX AVERY PUSHED The LIM MTS - INVENTIVELY DEFYING 
ee oe FASTER мі mna FOR HS SPLIT SECOND GAGS „элй THEY 

¿ 2. DRAWING WORKED . 

CRüDRY, ITS- i Ms 


AME 


195 


WITH А TWO DRAWING RUN = 
“THE PROBLEM W ITH he LEG ACTION IS THAT (TS GONG TO FLICKER 
AND LOOK LIKE WHAT IT 15 — JUST 2 DRAWINGS SHOWING MORE OR LESS AT ONCE . 


` b 
AL T een, @/ ДЕЙ 
ge T ГҮ та $ 
: жа Қ; ж 
2i 


EUT THEY STILL WANTED TO GET е HUMANLY IMPOSSIBLE SPEED — 


ONE SOLUTION 15 NOT TO Рига PASSING POSITION OF the LESS IN The MIDDLE = 
Bur TO FAVOUR TWO OF Tue LEG POSITIONS CLOSER TOGETHER... 


SO THAT The EYE READS fhe TWO DRAWINGS aud THEN IT JUMPS The BIG GAP. 


AND The WEIGHT- BEARING FEET ARE ALSO PRETTY CLOSE TOGETHER . 


VERY CLEVER! 
AND ITS The SAME THING WITH A BACK OR FRONT VIEW = 


1 2 з 4 5 6 7 
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The SAME IDEA WORK PRETTY NICELY ONA Зд VIEW = 


ессе c Lose p "m 


pu 9 ge rr S 2 
© 2 e o G (9 © 
b X 
А AN NS OA Á 
Bur FORA si VIEW WITH А TALLER FIGURE WITH LONGER LEGS 
ITS ВЕСТ То REVERT TO A 3 DRAWING КИН. 


BUT FROM The FRONT OR Пе. BACK VIEN The 2 DRAWING DEVICE WORKS 
ASTONISHINGLY WELL. NOT POSSIBLE, Bur BELIEVABLE... 12. STEPS IN А SECOND] 


50, Ию. ACTUAL PASSING POSITION IS OMITTED = IMPHED — ВУ The 2 CLOSE 
TOGETHER. DRANINES AT EACH END “AND е EYE JUMPS The GAP WHERE TLL PASS 
POSTION WOULD NoRMAL-Y BE - 
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“The SAME THING CAN ВЕ 
HELPED ALONG Éy OYFELAFPIG- 


CONTRARY SHAPES < 


ANOTHER WAY TO PO е. 2 DRAWING RUN 1€ TO KEEP VARYING Tue SILHOUETTES | 
АС WE GO ALONG — THEN The FYE READS IT AS А SORT OF CONVINCING ЗАМЕНЕ = 


BEA GAS 


ANOTHER TACTIC |S TO FLAIL- the ARMS AROUND 


FRANTICALLY— PROGRESSING “fla BODY 2,0 HEAD 
LEAN FORWARD AS SHE GOES — OE BACKWARDS — 


TO DIEET Tu. EYE 20d TAKE Te CURSE CFF 
Те. 2. DRAWING ‘FLICKERING Вест ACTION. 


РРА 


Ти HEAD Cour? МОЕ 

IN A TIGHT CIRCLE - 
USING A MINIMUM GF 
4 DRAWINGS Tó DO IT. 
-AND THAT CIRCLE ACTION 

COULD ASO 

FORWARD - OR BACK - 
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"INCIDENTALLY, HERES A SUGGESTION. CF A PATTERN FOR ARAS FLAILING PuBNG- 
А RUN. (Пе пё A RUN ONTWOS - THE ARMS WOULD FLAIL TWICE AS SLOW AS The RUN) 


5 (s t) 
ЗА Ама 
D 


FORA FINAL VARIATION ON A 2 DRAWING RUN = fe FASTEST POSIBLE RUN = 
WE CAN GET INTO BLURS 


, 


> 
== 


We CAN HAVE JUST TWO DRAWINGS = (ом ewes) 


ЖИТ 175 QUITE EFFEC+TIVE ТО FILM THERE ON 2 FRAME DISSOLVES — 

20 THE DÉAWINGS ARE ON TWOS -FOR 2 FRAMES EACH 

BUT SOFTENED BY The DISSOLVES - ГЕРТА N 
the At one 


ou 
эф PISSOLYE | 
+< 22 DEMING 


FRAME L K N Focus 
FRAME 2. 1$ о/о 
FRAME. 3 Е IN Focus 
FRAME 5 (5 i oe 

etc. ЕТС. 

А SILK, 

WE CAN, OF COURSE, ADP MORE BLUR FOSITIONS . алғы ЕСГ 
ГУЕ FOUND THAT 2 FRAME DISSOLVES CAN ВЕ 
USED IN ALL SORTS OF ACTION то SOFTEN THINSS 


= ESPECIALLY WHEN The ACTION IS CLOSE-TOGETHER. - IT ACT AS А KIND OF VARNISH 
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SUMMING ИР см RUNS: 


The RECIPE Y 


RUNS ARE ALWAYS Ом ONES. (exert we orte жене тег) 


WE Сам DO EVERYTHING WE DO ON WALKS 
EXCEPT REDUCED - ROUGHLY ВУ HALF: 

IS The HEAD PUMPING UP aud DOWN? 

OR ROCKING SIDE то SIPE ? 

OR REVOLVING IN A SMALL CIRCLE? 


ARE the LEGS PUMPING UP dad DOWN 2 
OR PUSHING Сат BROADLY? 


ARE tle ARMS To ВЕ CONFINED? 

STIFF DONN The BODY 2 5 
OR. ARE THEY THRASHING AROUND IN BROAD ACTION 
WHAT (S the BELT LINE DOING 7 


SHOULD WE SPEND MORE TIME IN The AIR? 
OR PO WE SPEND MORE TME ON The GROUND? 


WE SHOULD BE INVENTIVE, DARING, TAKE CHANCES! 
“THEN OF COURSE - WHO Is RUNNING? 
FAT? GANGSTER? 
OLD? CRIPPLE? 
THIN 2 BISHOP? 
YOUNG? FINANCIER? 
ATHLETE? THIEF? 
UNCOORDINATED? CHILD? 
SPINSTER? DRUNK ? 
GLAMOUR QUEEN? НІРРҮ? z 
CoP? The QUEEN OF EN GLAND: 
lO ANP OF COURSE, WHAT ARE THEY RUNNING FROM- 
OR то? AND TO WHAT PURPOSE... 
WILL HAVE A DRAMATIC EFFECT ON THE Ким. 
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HERES АН EXTENDED (RUN JUMP SKIP wd LEAP ) ON The NEXT 6 PAGE (Au on one) 


“THIS OLD LADY LOOKS А BIT LIKE AN ANIMATED ROAD MAP, Бит HER ACTION SHS BIGHT ON The BASICS- 
EVERYTHING WE VE BEEN TALKING ABOUT. 


FIRST WE BUILD HER STARTING RUN - ON #5 - BEGINING WITH The CONTACTS "1 5 эш) 4: 


5 


SHE STARTS OUT WITH А VERY CONTAINED OLD PERSONS RUN = LIKE AN EX-ATHLETE. 


НЕЕ HEAD GOR UP тгд DOWN зад AROUND IN А TIGHT CIRCLE € Сте or nese) Р 
AND HER HAND ACTION - КТРЕМЯВ 7-4 oud B- PUNCHES FORWARD СЖ — LIKE A BOKERS - 


HAVING WORKED OUT The BODY, HEAD, LEG 29 ARM ACTION, WE ADD The BORBINS PIGTAIL 
Эи) CHIN ACTION зад FLAPPING ANCIENT BREASTS LATER -AS USUAL, DOING ONE THING AT А TIME: - 
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SHE GOES UP зи) DOWN MORE AS SHE TAKES BIGGER STEPS - 
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AND SHE GOES LOWER AS SHE PREPARES ТО JUMP- - 


As об 
3 SHE DOES AN ии 
Феи OLD-FASHIONED ага 


MID AIR GLIDE ~ 


INCIDENTALLY - 
А RULE OF THUMB: 


THS OLD LADY МАУ LOOK А BIT LIKE A 

WALKING ANATOMY LESSON - ВИТ SHES 

РЕАНУ А DUCK Мойте) две САТ FERIA. 
SHES А STANDARD 405 HOLLY WOOD PEAR 
SHAPE , BUT WITH KNEES aud ELBOWS - 
22 WITH The FLOPPY HARETO . THERES 
A CONTRAST BETWEEN SOFT ud HARD BITS. 


HERES the PATTERN OF HER GIRUSH SKIP- 


RUNS IN aud HEPS FROM HER. LEFT FOOT AND LANDS ON The SAME LEFT FOOT. 
2 2 mies LATER. HER. RIGHT FOOT LANDS AND SHE НОР FROM IT dud) LANDS 
ON {tt SAME RIGHT FOOT — “THEN IMMEDIATELY PUTS DOWN “tke LEFT FOOT 


дид HOPS FLOM IT, LANDING ON The SAME LEFT FOOT, Then SAME WITH WRIGHT, pre~ 
(HER BOD КЕЕРС REVERSING ITSELF) 


RUNS IN 


(Ker X Centa | 
келес ЖК GN: RIGHT Fee 
PGT кот «вв ama) CO ON RIGHT ке 
< т е с 9. 


«о 


eo» ез НОКОМ For ж? г" 
їз 57 
E ТІГІ о 76 ег саг COUPARSES INT 
ANTICIPATION « Ci 
Foe е fap b Te Кы 
ФУ нацочискога- в? я 
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А SKIP IS TWO BOUNCES ON ONE FOOT 


9 THERE ARE ALL KINDS OF SKIPS ВИТ The BASIC ONE IS 
v ` 
0 $ТЕР- НОР, ЭТЕР-НоР, STEP- HOP, STEP-HOF, efe. 
v 
WHEN WE GO FORWARD OUR FOOT SKIDS А ВІТ. 
e 
ч g < 
2986 
* I P ? 
A / 
4 
> 
9% 
® 
$ ТЕР НОР “4% ӛтер 
“ WE STEP AND HOP ON ONE ҒООГ- 
š THEN WE CHANGE FEET 2,0 HOP ON The OTHER Foor 
4 USUALLY, WE TAKE TWICE AS LONG ОМ Та. STEP 
è AS WE DO ON The SKIP. 


OR WE HOP BROADLY LIKE The OLP LADYS SKIP (“HOPPING см (5 = ow ош) 


You GO DOWN. AND You HOP over - “THEN You Go DOWN Ако You Нор OVER Erc. 
ON ONE FOOT LANDING ОМ Ве SAME ОТ ON The OTHER Foot LANDING ON THAT FOOT 


MANY THINGS CAN HAPPEN WITHIN The АСТОН — MOVEMENT OF ARMS, HEAD, ЕТС. 

TS MAKE IT INTERESTING — 

“THERE ARE SO MANY VARIATIONS = VARIOUS TYPES ~So MANY POSSIBILITIES . 

A LITTLE GIRL SKIPPING ROPE USES A DOUBLE BOUNCE. WITH QUITE DEFINITE ACCENTS. 
А PRIZEFIGHTER SKIPPING ROPE HARDLY LEAVES The GROUND. - -HARDLY ANY MOVEMENTS. 
“THERES A DOUBLE BOUNCE ON EACH РОСТ VERY SLIGHT, VERY SLICK. 


209 


{ Lgrs SAY WE DOA SUBTLE SKIP WALK ) 


WE WANT The FIGURE T STEP aud НОР 
CHANGE FEET, STEP avd НОР; 

CHANGE FEET, STEP aud HOP, ete- 
HAVING ACTED IT OUT (ишен -IVE JUST DONE + 
HOPPING AROUND The ROOM То PO THiS ) 
WHAT DO WE DO FIRST? 

Answer: The CONTACTS. 

WHICH ONES? THERE'LL BE SEVERAL. 
Answer: The IMPORTANT ONES - 

АЗ WITH A NORMAL WALK , MAKE The 
TWO MAIN CONTACT POSITIONS - 

OK, WHATS the TEMPO? 

wer: WELL, To АССОМОРАТЕ the SKIPS 


$ | с АН 
$ Po ITON 245 С КНР FORE 


C, NON WHAT? 

Jer. WELL, WEVE GOT 24 FRAMES. 
PUT IN Thae NEXT 2 STEP CONTACTS. 

MAKE THEM 8 FRAMES AFART - 

NES US 2 CONTACTS PER SECOND 
LUHICH IS ABOUT WHAT IT WAS WHEN 

| HOPPED AROUND Tiie BOOM) 


LETS LENE OUT The ARM ACTION FOR NOW. 


Ewe, NOW AiL WE HAVE T6 PO IS PUT IN 
ће PASSING POSITIONS BETWEEN EACH 
CON TACT iy 


IT WAIT A MINUTE, LETS BE CLEVER - 
7 BREAK The ACTION UP A EIT- 
? MAKE The ARM SWING AT ITS y 


CK, NOW WELL PUT IN the PASSING POSITIONS. 

THEY WOULD NATURALLY GO DOWN А ET 
SETWEEN EACH CONTACT. 

AND THAT GIVES US З POWIS PERSECOND 

5-45 А TRIPLE BOUNCE DURING 

Н OVERALL STRIDE — NICE. 


NOW ALL WE HAVE To Po I< МАКЕ 
NTELLIGENT INBETWEENS CUSHIONING 
АРМ SWINGS AT EACH END. 

His WORKS WELL ON TUOS (Bur WE . 
COULD POLISH IT FURTHER BY ADDING CNES ) 
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We MAKE The 
FIRST STEP 
CONTACT 


Ф 


ЕРОКТ Foor 
Ж. STEP 


9 = 
ARNS AT. widest дене 
PASSING Poor 
WIDEST ON the 2-4» CONTACT POSITIONS „аз 
AND THAT WILL MAKE CONTEST aud 4 
тие PASSING POSITIONS FOP- The ARMS. 


А 
BAET t» 


! CONTACT 


БАСК FOOT TAKES 


CONTACT 


CONTACT 
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4 
POSITION 
4 
мн Дъ 
Fa 


ТР 


WE COULD ALTER Ше TIMING ON A SKIP ( А SKIP IS KIND OF LIKE А RHYTHMIC DANCE 
ЇЕ WE HAD THIS = - А WALKING DANCE. 


8 FES Sms . 8 8 бәл @ 8 
НОР НОР, Hop НОР ~~~ HOP НОР, 


Chauge fot 


8 8 
. HoP HoP 
Change Foot 

Bur TO CHANGE Пе RHYTHM SLIGHTLY, IT COULD ВЕ = 


8 в (ония 8 Chis fof 8 8 loms 8 
НОР НОР So НОР НОР НОР НОР, НОР НОР 


с hang е foot cA әде test 


(сие 5) IN A BROAD JUMP The PERSON STARTS WITHA RUN aud WHILE RUNNING 
WORKS (NTO AN ANTICIPATION. (Ake TO HAVE The SPINE SHAPE KEEP REVERSING) 


дА + 


RUNS GOES up GOES DONN с 
P TASA MN rE Doni pu PONN ONES 


ON LANDING 


ЗАМЕ SORT CF THING IN A HURDLE, The RUNNER (< MAKING PROGRESS — 


БИТ FAUSES JUST LONG ENOUGH то CLEAR fae HURDLE - QUITE SIM (LAR. 
TO A HORSE IN A HORSE SHOW- 


علص 

Ро-ЦЕО APART FOR CLARITY ў SD 
-- 

سم 


2 di 


FUSHING HIS HEAD FORWARD 
HELPS HIM GET суде. 


НЕС. REACH 2) STRETCH wd LAND 2d GO INTO А РИМ AGAIN. 
THERE IS ANTICIPATION BUT IT POESNT LAST VERY LONG- 


ANTICIPATES DONN 
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GET LOTS CF LEAN INTO The BODIES. 
“THERES AN OLD GOLPEN AGE" ANIMATION MAXIM: j 

WHEN YOU THINK YOUVE GONE FAR ENOUGH - GO TWICE AS FAR. 

THEN THEY SAY, IF (TS тоо FAR -Уби CAN ALWAYS PULL IT BACK LATER C 
WELL, | NEVER. SAW ANYONE PULL IT BACK. 

BEING BELLIGERENT, ГР SAY, WELL YOu CAN ALWAYS INCREASE Ir LATER. 
CAND | NEVER SAW ANYONE INCREASE IT LATER EITHER) 

ANYWAY, IT HELPS TO GET LOTS OF LEAN INTO The BODIES, 


А CARTCONY ' JuMP НКЕ THIS WORKS FINE, ARM ACTION IS GOOD, LEGS ARE ОК. 


227274662 


25 КЕРР CONTACT 


Eur LETS DELAY ONE OF The LEGS - 


CONTACT ČKA ONTA 
gos CeNrAer 


-HELPS BREAK IT UP WITH MORE ACTION WITHIN Пе JUMP. 


(WEIGHT) ON A JUMP 


То AVOID FLOATING 99 GNE WEIGHT - 
IF A PERSON JUMPS IN The AIR. 
МЕЧЕ СОТ TO GET ACTION WITHIN the GENERAL ACTION. 


Get The ARMS GOING 
OR The FEET GONG | 
WITHIN the GENERAL JUMP 


THIS HELPS GNE IT WEIGHT 242 AVOIDS. FLOATING. 
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LETS TAKE 2 JUMPS STARTING FROM A STANDING OS ТОК: 
SON ТАКЕ ABOUT The SAME TIME = | Ж SECONDS TO bo The Лам. 


(TS. GOING To BE FASIER 

ТӘ SHOW THIS WITH 

CAETCON CHARACTER 
PROPORTIONS. 


THIS IST JUMP IS ON TUES, 
/виГОЕ COURSE, ONES 
| COULD BE ADDED IN 
\ Te ‘VARNISH’ IT. 


NOTHING WRONG WITH IT- 
IT FUNCTIONS МЕН. 
| LIKE IT BECAUSE 
ITS NOT OVERANINATED. 
- SIMPLE, CLEAR. 2u SOLID. 


и 131517 


Bur NOW LETS LOOSEN 
the WHOLE THING UP- 


WE CAN GD QUITE FAR ‚ 12. 
Ву PLANNING ITON CNES 10 рн 
aud ADDING IN B N 
MORE STRETCH = Cy 
MORE COMPRESSION - 
DELAYED PARTS - 
MORE АРМ REVERSUS- 
SECON DALY ACTON- 
SHIRT, ANY EXTRA BITS. 
Те RESULT IS MUCH 
MORE FLUID 20 LOOSE 
( эмд Carfoony ) 
ITS ALLA МАТТЕ ОЕ TASTE 
ITS WHAT YOU LIKE dud 
HOW MUCH OR HOW LITTLE ; 
YOU USE THESE DEVICES 14 8 67 "m nord E О? 
TO GET YOUR RESULT. uL Lad LLLI ШШ EUN 
z 15 


Жо 15 FEET 
EUT HARDLY SEEN 
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174 21 23 


++ 2729 31 33 37 77 
HFHH 
86 


: 20 2i 22 E - d Е 
ан а 22. 232,20 26,24 Зо 51 За 82 9-86 B 40 
b: Asin 720 —- Но Е ымы 

FELT Bu ^ 
HARDLY SEEN 26 > (ON Twos ) 
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Muybridge ` HUMAN AND ANIMAL L 


ДЕ BOOKS 0 А ТЕ ASURE TROVE CF ACTION INFO 
N IN FRONT 
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FLEXIBILITY 


AS | ЗЕЕ IT, THEREARE 2 BIG ANIMATION FLAWS = 


WE EITHER HAVE The KING KONG EFFECT 
WHERE EVERYTHING MOVES AROUND 
“the SAME AMOUNT 


EVERYTHING (S FLASH ING AROUND 
ALL OVER The PLACE 


(69) 
WE WANT TÓ HAVE A STABLE IMAGE 
and STILL HAVE FLEXIBILITY 
THIS IS HOW МЕ Ger IT: 


“The FOLLOWING DEVICES ARE GUARANTEED TO LIMBER UP LCOSEN UP aud 
GINE SMP’ and VITALITY TO OUR PERFORMANCE WHILE KEEPING The FIGURE 
STABLE эм SOLID. 
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WEVE ALREADY INTRODUCED SOME OF THESE DEVICES WITH WALKS aud RUNS, 
Eur 1 WANT TO TAKE EACH CF THEM SEPARATELY wd DIG INTO THEM. 


FIRST, (The BREAKDOWN 


A GREAT WAY To бег FLEXIBILITY IS WHERE WE'RE GOING TS PLACE 


Те BREAKDOWN DRAWING 
OR PASSING POSITION 

OR MIDDLE POSITION 

OR INTERMEDIATE POSITION 
(WHATEVER. You WANT TO CALL IT ) 


- BETWEEN 2 EXTREMES. 
WHERE ро WE GO IN The MIDDLE? CRUCIAL! As WE'VE SEEN WITH Пе WALKS, 
IT GNES CHARACTER ТО The MOVE. ITS A TRAVELLER - A TRANSITIONAL FOSTON. 
AND WHERE WE PUT IT IS SO IMPORTANT. ITS The SECRET OF ANIMATION, | TELL YOU! 
IT STOPS THINGS JUST GOING BORINGLY FROM АЕ. 
GO SOMEWHERE ELSE THATS INTERESTING EN RANE FROM А Tó B. 
EMERY HAWKINS, A MASTER ANIMATOR OF ‘CHANGE’ SAID TO ME 
“DICK, PONT GO FROM A TO B. 

GO FROM A to Xdo Б. 

GO FROM A + G do Е. 2 

GO SOMEWHERE ELSE IN the MIPDLE! 
A SIMPLE, POWERFUL TOOL = 
| FIRST GOT ONTO THS BY WORKING WITH КЕМ HARRIS, WHEN HE'D Сит uP MY 
DRAWINGS, OR BITS OF THEM, aud HE'D STICK THEM DOWN IN A PIFFERENT PLACE. 


| ENDED UP FEELING SO STRONGLY ABOUT The BREAKPOWN THAT FOR YEARS 
| WENT AROUND RANTING 20d RAVING THAT | COULD WRITE A WHOLE BOOK ABOUT (T; 
CIT HAS ONLY JUST OCCURRED то МЕ THAT THE Кг) 


LETS TAKE СИВ. қ ` 
2 EXTREMES 
OF A MAN | 
GOING FROM 
HAPPY to SAD — 
Pur IN The ` в 
MIDDLE POSITION (8) 
WHERE IT 
Woulb BE 
LOGICALLY — | 


OK, BUT Рин. 
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EXTREME BREAKDOWN EXTREME 


So AEWHERE = - 5 \ МОРЕ INTEREST. 
The MIDDLE . Ө (5) (ë) MORE ‘CHANGE’ 
i = 


НЕ EVEN JUST = А 
š SAME MOUTH C = A QUICKER CHANGE 
ec T SLAY -fhe CHANGE - - MORE VITALITY 
amm 


t 


A QUICKER 
UN HAPPINESS. 
КЕЕР D UN = (T WOULD AFFECT 
МЕ MOUTH { © O The CHEEKS ма. 
E — Fle 
CHANGE TO UNHAPPY 
КЕЕР c | = т WOULD 
2« SAME MOUTH с, | DISTEND The FACE 
T DROP IT STRETCHING 
The CHEEKS, NOSE, EYES 
= A TOTALLY 
DIFFERENT CHANGE 
RAIGHTEN IT Ө =) (5) = GULP... 
ss PUSH IT UP- 


друм ua "E 
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l 


EXTREME BREAKDOWN EXTREME 


e ке Р as 
DO WE GO up = THINKS 
ON ONE SIDE? ©, (8) 63 ABOUT IT. 
P сами” 
INCREASE c = FASE 
The SMILE? = CONFIDENCE 


\ 


REDUCE ІТ? = ИМАМ 
LETS ВЕРИСЕ 

NA I-A ей = | KNEW Т, 
WE CAN START = OOPS, 


TO STRETCH THINGS 


LETS START j 
ТО ВЕ 
IMAGINATIVE ,, 


SOMETHING | ET? 
25 2 
HAD A РЕМ: 


= Your SECRET IS 
| | SAFE WITH ME 


W 
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EXTEEME BREAKDOWN EXTREME 


WE САМ GO | Ç 
ON LIKE THIS 5 
FOREVER «e Fs 
” 
2—0 е5 Tuis'p ВЕ ВЕТЕР, 
ea IIo: ES 
ко Nee? a 
© о 
©) «Зер 
JUST А SIMPLE 
TILT TO IT... 
Lier the Mass? (S) ғ (5) ITS ENDLESS... 


(CONCLUSION:) ¿ 
WHERE WE GO WITH The MIDDLE ‘TRAVELLING POSITION 


HAS А PROFOUND EFFECT ON The ACTION зад CHARACTER . 


1 HANG MY HAT ON THIS! 
MAKE The EXTREMES ( oP Contacts) THEN Ще BEEAKDOWN (OR 
PASSING POSITION.) THEN MAKE The NEXT BREAKDOWN BETWEEN 
The EXTREME за The MAIN BREAKDOWN. KEEP BREAKING Г 
DOWN INTO EVER SMALLER BITS. 
(THEN DO SEPARATE "STEAIGHT-AHEAD RUNS CN SEPARATE BITS) 


T 
е 


221 


20 YEARS AGO WHEN | WAS FIRST CATCHING ON TO Ан, THE STUFF, | WORKED BRIEFLY 
WITH ARE LEVITON, КЕМ HAREIS'S EARLY PROTEGE. ABE DREW BEAUTIFULLY aud | WAS 
(MPRESSEP BY BOTH The ‘QUALITY AND The QUANTITY OF HIS WORK. FAST AND GooD! 
WORKING ON TOUGH STUFF, АВЕ PRODUCED 20 f 25 SECONDS А WEEK WHILE The 
OTHERS MANAGED TO STRUGGLE THROUGH S SECONDS. AND ABES WAS BETTER. 


1 ALWAYS FEMME ABE SAYING TO ME ON A TUESDAY < 


` DICK IVE PONE ALL The EXTEENES . 
TOMORROW ГМ GONE ТО BPEAK THEM. ALL DOWN. 
THEN Пе REST OF The WEEK ILL ADD IN The BITS 20 PIECES 


AGAIN, ра № = 
LETS SAY ust 
A HEAD + Ра TING 
JUST us 
ova: REM 
FORWARD MIDDLE 
ABT- I$ РИН- 
A е 
SO WE 2 
Cal E 
PO THIS = DOTIS- 


THIS 15 Ще RAW IDEA- 


аме üS 
WECAN PO IT 
ЫЫ со 
OR WE САМ ро IT кес 
BROADLY 
IVES US MOVEMENT WITHIN A MOVEMENT. 
PULLED APART - 
AGAIN, X 7 
GONG 2 о 
FROM ( oe ( 
HER и - 
те NV 
HERE - А, 
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KEN HARRIS WOULD OFTEN DO A VERY INTERESTING THING: 


“TROUGH HE WAS VERY CONFIDENT OF HIS 
ANIMATION ABILITIES , KEN HAD LESS 
CONFIDENCE IN HIS DRAWING- 

HE LIKED TO MAKE FULL USE OF The 
ROUGH SKETCHES BY CHUCK JONES, HIS 
DIRECTOR. АТ WARNERS - 219 LATER СК, 
МУ DIRECTING PRAWINGS 

ГР OFTEN FIND KEN MAKING AN EXACT 
TRACING OF MY DRAWING'A’ ce В aud USING 
IT AS The PASSING POSITION СОЕ BREAKDOWN ) 


Bur HED PLACE IT To FAVOUR PPAWING A” LIKE 
THIS —* 


AVOIDING 
‘the MIDDLE.. 
BORING, 


OR HE'D PLACE IT To FAVOUR. PRAWING'B' LIKE 
THIS a 


FAR FROM BEING A LIMITATION, THIS 

ACTUALLY WAS AN ASSET ТО KEN. IT GAVE 

HIS WORK A STABILITY. INSTEAD OF HAVING в 
FACILE DRAWINGS FLASHING AROUND ALL A 

OVER The PLACE “OVERANIMATING f 


WATCHING HIM То THIS ~ dud SEEING Ще RESULTS, | GRADUALLY LEARNED 
To ЦМРЕЗЗТАТЕ №4) GET SUBTLE MOVEMENT WHICH WAS STILL 'LIMBEP 


= + 
(SIMPLE OVERLAP 1 #17 


SAY WE HAVE AND HE 
А MAN WITH LEANS 


A TURBAN - FORWARD - 
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IF WE TILT the HEAD 
IN The MIDDLE - әге 
MAKE IT CLOSER To 71 


зид LOCK WHAT HAPPENS 
TO The TURBAN MASS - 
ITS SMACK IN The MIDDLE. 


WE GET THIS 
WITH The HEAD - 


THIS CREATES 
A REALLY NICE 
OVERLAPPING 
OF The MASSES 
ON A VERY 
SIMPLE MOVE - 


ДІ 


dud WE'VE USED 
ONLY З POSITIONS. 
“The REST WOUE BE 
STRAGHT 
IN BETWEENS . 


WE'VE DONE THIS ON A BLAND DESIGN CF A SIMPLE CHARACTER -WITH NO CHANGE 
OF EXPRESSION - NOT EVEN A BLINK - MAKING А VERY ORDINARY MOVE. 
AND YET IT WILL HAVE А LOT OF LIFE JUST BECAUSE OF “the SPACING. 


WE LOCK FOR WAYS TO PLACE Tlie. MIDDLE BREAKDOWN POSITION = 
(OR Рс толе) WHERE WE CAN GET AN OVERLAP OF The MASSES. 


Ө) 


4 DRAWING OVERLAP ом А CALIFORNIA -ISS 


= MOVEMENT WITHIN MOVEMENT. 


al] Øe 
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x Г 

) Ed р 
z] 

| 


SAME HEAD aud BODY 


PROGRESSED FORWARD 


| 
| 
| 
| 
| 
| 
| 
| 


CONTINUES FORWARD The 
SAME AMOUNT TILTED DOWN 


тт г U 
PULLS БАСК TILTING DOWN 
JUSTA BIT MORE. 


OF СоиевЕ, THS BREAKDOWN POSTION KIND OF THING САМ GET Our OF. HAND. 
LIKE EVERYTHING ELSE, ITS HOW, WHEN aud WHERE WE USE IT; 

WHEN | WAS ASSISTING KEN 

HARRIS ud THERE D ВЕ A HAND 


SETTLING LIKETHS = Ша u 
— 60—23. _ 2 
| зг 
e ИР des + 
NZS = e 
i — 7 
[ 
= 1р START BEING CLEVER aud 
THROW The BREAKDOWN. OFF 
LIKE THIS = еее / 
Е 
3 


7 


KEN WOULD FREAK OUT, "GODDAMN 1T, DICK, | JUST WANT A STRAIGHT INBETWEEN | 

IN THERE! JUST СМЕ ME А STRAIGHT INBETWEEN! THE GUY JUST EELAXEÑ HIS HAND; " 

| DONT WANT ALL THIS CRAZY FLASHING AROUND ALLOVER the PLACE KIND OF STUFF! 
С Кем HAD АМЕЦИХ GcoD TASTE.) 


Bur WHEN | DID GET TO KNOW HOW, WHEN 240 WHERE TO USE IT, 1 CANALMCST 
SAY | MADE MY LIVING WITH The BREAKDOWN DRAWING, 


L OFTEN HAD TO PRODUCE MASSIVE AMOUNTS OF FOOTAGE AT the LAST MINUTE- 

| ВЕСАМЕ The TELEPHONE ANIMATOR! ANIMATING АТ the SAME ПМЕ AS POING 
Те BUSINESS ON The PHONE. CLIENTS WOULD PANT, "Wie CAME ТО YOU BECAUSE 
OF HIGH STANDARDS ~ WE DONT САРЕ (Е Your MANS IN The HOSPITAL OR IN 
TIMBUKTOO — ITS YOUR- SHINGLE ON The роде. BUSTER , —YOU FIX Ir!” 


WE USUALLY HAD GOOD STORYTELLING KEYS wd EXTREMES, SO ALLI HADTO ро 
WAS ТОМ А LOT OF STUFF UP IN AN INTERESTING WAY. 1 FOUND THAT ALMOST 
AW THING WILL WORK. Pur rr SOMEWHERE ELSE IN The MIDDLE , FAIRLY 
INTELLIGENTLY. IT NEVER LET МЕ DOWN. 

OF COURSE, THE WORK WOULDNT ВЕ AS GOOD AS IF ID HAD the TIME То ANALYSE 
тид THINK WHAT The HELL | WAS DOING, BUT Ar 5 IN The MORNING, WITH JET LAG, 
HOLDING The LAB BATH avd A GRUMPY CLIENT PHONING IN 4 HOURS, IT GETS YOU THROUGH. 
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NOW WE COME To A DIFFERENT THING WITH А SIMILAR МАМЕ = 


OVERLAPPING ACTION 


THIS IS WHERE THINGS MOVE iN FARTS. 
-WHERE EVERYTHING DOES NOT HAPPEN АТ The SAME TIME, 


TAKE А HOLLYWOOD BULLDOG “TURNING 
QUICKLY AROUND Те SEE SOMETHING - 


m Jews p пе колы Eur HIS JOWLS wd FARS THEN SETTLE 
PRAG AS HE TIS ARRIVE LATE DOWN TÒ NORMAL 
TURNS ретп TINATIÓN 200 KEEP ONGOING. — / our MIGHT KEEP oN 
( GOING n ) 


THE JARGON IS “The JONLS ard EARS “DRAG” THEYRE Fee RESULT CF the MAN ACTION 
aud THEN THEY FOLLOW THROUGH? -GENERATED BY The MAN ACTION. 


‘OVERLAPPING ACTION’ MEANS ONE PART STARTS FIRST and OTHER PARIS FOLLOW. 


Lets TAKE A TYPICAL UTTERLY BLAND, BORING DESIGN LIKE THEY HAD FOR TV COMMERCIALS 
IN The 950%. 


fe 
= 
THIS Риц. 2 Nor MUCH 
CREATURE To WORK 
IS GOING WITH. 
TO TURN -в м? 
Qu) FACE US. 


) 
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We COULD CONTEIBUTE ТО The BOREDOM BY PUTTING IN Ан EQUALLY PULL BREAKDOWN 
RIGHT IN The MIDDLE aud GO HOME, 


AS MILT KAHL SAID," THE MOST DIFFICULT THING TO PO IN ANIMATION IS NOTHING. 
— YOU KNOW, THATS А VERY TRUE STATEMENT. “ 


Кент, БИТ HERES HON WE САМ MAKE NOTHING’ AT LEAST INTERESTING. 


WE CAN TAKE The CURSE OFF THIS VERY ORDINARY BIT OF ACTION 
‚ BY SIMPLY BREAKING The ACTION INTO PARTS. 


Fass Pos. 
үт 


g) Я D 


| |, 


THE EYES нещо Sa LETS SIMPLY MOVE 


— 


РАЕН THEN LETS move The Tie En emê 
ا‎ E The FOOT FIRST STOMACH за HIPS, 

IRST, BUT WE Md 
crack WI DOS STILL- DELAY The HEAD кота е HEAD 


ват THPOW IN A BLINK — FOLLOWS LAST: 
SINCE MOST OF OUR BODY ACTIONS START FRON The НРС... 


Iii. 


WEILL MOVE Ще HIPS ad TAKES A STEP. 


PASS POS 


OMZ SLIDES — SETTLES. 
STOMACH STILL DELAY MEE PHE Е PE 
ест: HEAD. ID TURN. 
Дд. дена THROW IN А SLOW 
BLINK: 
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WE HAVENT EVEN TILTED HIS HEAD OR CHANGED HIS EXPRESSION - BUT 
SIMPLY BY OVERLAPPING PARTS WE'VE INJECTED LIFE INTO A PEDESTRIAN SITUATION, 


HEAD ISTURNING The OTH FOOT  WEIEHT, CHEST 
AS НЕ STEPS BACK | STEPS OVER. 2ud STOMACH 
SLIGHTLY AS WEIGHT CONTINUE 
15 SHIFTING още AS He SETTLES. 


МЕ CAN GO ON LIKE THIS FOREVER... 


PASS РЖ. 


— Р 
PROT SLIDES оү. ARMS OUT 
RIGHT AWAY, AS БСРУ TURNS 
DELAY The HAD DELAY Те HEAD 
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NO MATTER HOW DEADLY Ше ACTION IS THATS CALLED FOE.-WE CAN MAKE IT 
MORE INTERESTING BY OVERLAPPING- 


<> 
LETS TURN the. NOW Let's HIPS FOLLOW SLIDES OTHER: 
EAD FIRST MOVE WHAT The SHOULDERS Fey SLIGHTLY 
asd ELINK HIM SHON Pees AS HE STEPS 20 SETTLES 
НЕ 


JUST ONE LITTLE DETAIL THATS DIFFERENT WILL CHANGE EVERYTHING - 


I 


y VN 
eJ 1 


SHIFTS WEIGHT SHIFTS WEIGHT ee Foot 
16 ONE SIDE “Tó OTHER SIDE ANE 
AS HE TURNS вас BLINK 
HEAD. HIM. 
Роот SLIDING OVER. 


229 


© TO MAKE EVEN The DULLEST ACTION OR FIGURE INTERESTING 
WE BREAK Те. BODY INTO SECTIONS — INTO DIFFERENT ENTITIES 
244 MOVE SECTIONS - ONE AT ATIME, CONSTANTLY OVERLAPPING: 


the HEAD i | 3 
ће Shout рее 


АМР WE CAN BREAK IT UP INTO EVEN SMALLER SECTIONS IF WE LIKE. 
( CONCLUSION :) 


PEOPLE UNFOLD, ONE PART STARIS FIRST, GENERATING Чи, ENERGY 
FOR-OTHER PARTS TO FOLLOW — WHICH THEN ‘FOLLOW THROUGH Í 

WHEN А FIGURE GOES FROM ONE PLACE To ANOTHER, A NUMBER OF 
THINGS TAKE PLACE љид EVERYTHING ISNT HAPPENING AT Tut SAME TIME. 
WE HOLD BACK ON AN ACTION. “THINGS DONT START OR END AT Tie SAME TIME. 
VARIOUS PARTS OF The BODY OVERLAP EACH OTHER, SO THIS IS WHATS 
CALLED IN The CRAFT — ‘OVERLAPPING ACTION". 


( SIMPLE COUNTERACTION ) 
А. В THERES NOT MUCH TOSAY 
5 А ABOUT COUNTERACTION, 
OBVIOUSLY 
f WE PO IT NATURALLY 
| sss П TO BALANCE OURSELVES. 
= 


ONE PART GOES FORWARD 
AS АСНЕР. PART BALANCES 
BY GOING BACK. 
-OR ONE FART GOES LIP 
AS ANOTHER BALANCES 
BY GOING OWN. 


NOW WE COME TO ONE OF Ше MOST FASCINATING DEVICES IN ANIMATION — 


BREAKING OF JOINTS 
Te GIVE FLEXIBILITY 


AND EVEN МОРЕ INTERESTING 2 


SUCCESSIVE BREAKING CE 
JOINTS O GIVE FLEXIBILITY, 
іе WE KEEP ON DOING IT TO LOOSEN THINGS UP. 
ITS QUITE A MOUTHFUL. THE PIONEER DISNEY ANIMATORS DISCOVERED THIS DEVICE ad 


ALL Tle GOOD GUYS МЕРЕ РОМСАТ, BUT ART БАЕЕЛТ WAS The ONE WHO GNE ITA NAME. 


WHEN | NOTICED MILT KAHL DOING IT 1 REMARKED ON IT, aud MILT SAID, “OH, WELL, 
YOUVE GOT то DO THAT." ITHINK IF 16 SAID’ OB, ! NOTICE THAT Youre EREAKING 


Пе. JOINTS HERE SUCCESSIVELY IN ORDER TO GIVE FH EXIBILITY, “HED HAVE THROWN 
МЕ OUT OF Tae. ECOM. 


IT NOT WHAT ИХ CALLED -BUT WHAT IS ITS 
PUT SIMPLY, ITS THIS - 


С 
WHEN AN ARM > Tie HAND WILL 
4 uP KEEP ON GOING 
Bur 
is E. те — Та ELBOW JONT 
Come BACK BENDS o£" BREAKS’ 
DOWN AGAIN — GONG BACK N The 


OPPOSITE DIPECTICN 
— STARTING ON ITS 
WAY BACK DOWN. 


‘\BEEAKING' MEANS BENDING The JOINT WHETHER OR NOT IT WOULD ACTUALY 
BEND IN EEALITY. 


AND THEN WERE GOING ТО KEEP ON DOING IT CONTINUOUSLY - “SUCCESSIVELY 2 
To MAKE THINGS LIMBER: 
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СРМ NATWICK , The FIRST ANIMATOR. To REALLY DRAW WOMEN , ALWAYS SAID, 
‘CURVES ABE BEAUTIFULTO WATCH! 
IN The 14205 GEMS FRIEND, ANIMATOR BILLNOLAN DEVELOPED RUBBER HOSE’ ANIMATION. 
IT WAS NOVEL x FUNNY SINCE NOBODY HAD ANY BONES жо EVERYTHING FLOWED WITH 
ENDLESS CURVING ACTIONS- LOTS OF VARIATIONS ON FIGURE SS, ROUND FIGURES MAKING 
ROUNDED ACTIONS. 


But NOW WE CAN GET CURVES WITH STRAIGHT LINES 

SIICCESSIVE BREAKING JOINTS ENABLE US TO GET The EFFECT OF CURVED ACTION 
BY USING STRAIGHT LINES. 

WEEE FREED FOREVER FROM The TYRANNY OF HAVING To ANIMATE RUBBERY FIGURE, 
| ALWAYS FIGURED THAT ‘DRAWINGS THAT WALK oud TALK” SHOULD ВЕ ANY ТУРЕ OF FIGURE 
IN ANY STYLE, MADE OF FLESH AND BONES, THIS OPENS UP A PANDORAS ЕСК OF SFE 
WHAT А COL! WE CAN HAVE BONES за STRAIGHTS’ IN OUR-FIGURES дас) STILL HAVE 
FLUID, FLOWING МОУЕМЕНТ: 


SAY ИЕ 
INBETWEEN 
THIS ARM 
GONE UP... 


зад 
EASE IN 
244 OUT 


STRAIGHT 
n BETWEEN 


ITS GONG To BE SrIFFAS A BOARD. HS STILL AWFULLY RIGID. 
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WE WONT РИСК the PROBLEM WITH A RUBBERISED ARM = 


AA 
BUT WELL № BREAK 22 
BREAK (BEND) АСАМ, ПЛ шіге Бе теуді | 
{йе JOINTS / THAN The 
STARTING мл г 
“fhe ELBOW arenes 
‘The HAND 


BREAKDOWN. 
OR PASS Раси 


4- LOOK WHERE 
THISHAND 15, 


IN THIS EXAMPLE ALL The BENDS ОЁСЕРЕАКЕ ARE PHYSICALLY POSSIBLE. 
WE HAVENT HAD TO ACTUALLY BEND OR BREAK ANYTHING qe WRONG и УЕГ. 5 
ВИТ ИЕ САМ 
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LETS DO IT AGAIN: ~The ELBOW LEADS зад бе ТОЮТУ BREAK IN SUCCESSION — 


(1 ALWAYS THINKOF IT 
AS ‘DOS EQQuIS 


(BLE X 
MEXICAN BEER 


ITS WHAT A BASEBALL PITCHER DOES — 


3 


OF COURSE #5 
Бору WILL MAKE 
HUGE MOVES 


7 


234 


А THING TO REMEMBER IN BREAKING The JOINTS SUCCERSIVELY IS - 
WHERE DOES The ACTION START? 
WHAT STARR MOVING FIRST S 5 
IS IT tie ELBOW? The HIPS? The SHOULDER? HEAD: 
ІМ MOST BIG ACTIONS OF the BODY Ше SOURCE the START OF The ACTION IS iN Tle HIRS. 


DANCERS SAY |, 
Go FROM Your HIPS, LOVE. 
FROM the HIPS, PEAGIE. 7 


TAKE А MAN SLAPPING A TABLE: “The ACTION STARIS FROM HIS HIPO- 


уллы 
2 (СА 


HIPS START MOVING ELEOW BREAKS DOWN Ем! 
ANTICIPATING HIM OVER aed UP. AS HAND CONTINUES UP, 


“the Бору is i 
ВАКА Е ad UP- КОМ Le LEADS STARTING DOWN NOW. 210" 


WE HAVE LOTS OF LEEWAY Tó ACCENTUATE ?ul EXAGSERATE BREAKING JOINTS 
BECAUSE IT HAPPENS ALL The TIME IN REALITY. 
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LETS KEEP ON HITTING Ти TABLE - 


ITS АМ AWFuLLY GOOD EXAMPLE OF HOW WE CAN ACHIEVE The SAME FLEXIEILITY 
АС ВИВВЕР. HOSE’ ANIMATION BY BREAKING The JOINTS WHEREVER. WE CAN — 


GOING UP — Tlie ELBOW LEADS дид fue HAND PRAGS. 


БЕН E Look At the. SUFF 
GOING DOWN — "(le ELBOW STILL LEADS. Bone IN DERE = 


== En 
Z я 
Tag LAST THING ТО HAPPEN IS 
The ARM tS DOWN Bur The. 
FINGERS ARE STILL DELAYED. 
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ONE МОРЕ TIME - SHOWING The IDEA SIMPY. 
NOW HES GOING то BANG HIS FIST ON The TABLE - 
STILL ARM GOES DOWN HAND 5 STILL 


Е FOREARM 
GOING uP AS HAND CONTINUES UP GOING UP SNAPS DOWN 
= PROBABLY 


Jî 
@ The PRECEEDING PAGE 6 + * 


“The ELEOW HITS The TABLE 
FIRST- 


FOLLOWED ВУ The FOREARM 


Зад FIST 
= MORE UNFOLDING. { THUMP 
KER- 
IF ALL the JOINTS PO NOT BREAK AT The SAME TIME 
WELL GET ALL The FLEXIBILITY WE'LL EVER NEED. 


AN 


N 
s 
ITS LIKE WHAT WE DO WHEN WE MAKE A PENCIL APPEAR RUBBERY. 
AND ITS JUST WHAT А ВАНМЕЗЕ, HINDU Се ORIENTAL TEMPLE DANCER. OE А VALIDEVILLE 


ECCENTRIC DANCER DOES - AND FRED ASTAIRE! “THEY VE ONLY бог STRAIGHT BONES 
aud JONIS To WORK WITH -Tò GIVE The ILLUSION се CURYACEOUS, САМБАР. MOVEMENT 
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BEATING ON A BASS DRUM HAS A VERY SIMILAR ACTION TO SMACKING The TABLE. 


0 


1 
| / 
/ 
1 { 2 t 
\ 


“This BENT JOINT BUSINESS CAN LOOK AWFULY COMPLICATED AT FIRST Bur You QUICKLY 
Get USED To IToud USE IT EVERY CHANCE You GET. IT BECOMES SECOND NATURE aud SIMPLE. 


р 
3 


IN REALISM — 


Ра an 


AS WRIT 
15 GONG 
ЧР 
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` OF COURSE, DRUMMERS DO Аи. KINDS OF SPINS aud FLOURISHES - 
BUT THIS 15 The BASIC PATTERN — m 


GOING ИР- 


We COULD GO x. 

STEAGHT FROM 7 45 78 
OR APP IN #74 
HOSE ARM COU. 

АРЕМЕ SAME AST G 


FUT DELAY The HANP 
AN рвиизпск. 


the ELBOW 
LEADS 
THROUGHOUT 
THE isthe PATTERN ~The IDFA 


\ (T$ Мат VERY GCOD SPACING - 
WHICH NEEDS MORE VARIETY- 


C.uEVACEQUS , UNFOLDING MOVEMENT- MADE WITH A RULER. 


RESULT: 
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AN ORCHESTRA CONDUCTOR BREAKS JOINTS IN SUCCESSION LIKE CRAZY. 


EXTREME (ЕТІН екі — 
š 2 3 4 5 
= > 
— 
4— 
j 
4— 
=A 


ELBOW GOES FORWARD AS HAND 2d BATON GO BACK. WRIST BREAKS FERWARD 
AS ELBOW, FINGERS, BATON GO БАСК. 


LETS ТАКЕ Пе. VERY BROAD ACTION CFA MAN SLAPPING CUT A MUSICAL BEAT 


ITS HAPPENING WITH A POSE Fco - 


Мъти 
га» 
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AND THIS 15 А REDUCED ACTION FOR А CONDUCTOR +e, 


4- 
Rasy ALL GOES. FORWARD WRIST BREAKS BACK AS FINGERS HAND ad WRIST EO BACK 
< ELBOW GOES RACK FURTHER зе EATON CONTINUE FORWARD AS ELBOW ARRIVES FORWARD. 
Фад ELEOW STARTS FORWARD 


IT LOOKS COMPLICATED, ВАТ WHEN You START ТО THINK THIS WAY, IT AINT: 


ITS BASICALLY The SAME ACTION AS HITTING (Roucetty A871) 
the TABLE OE. BEATING The BASS DEUM — @ 12. 


Сине тн 


OR А FIST BROADLY KNOCKING ON A DOR - 
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THERE ARE 1075 OF SIMPLE LITTLE ACTIONS WHICH САМ BE ENHANCED 
WITH JUST A TINY BIT OF FLEXIBILITY. 


SAY, A HAND CLAPPING — 


WRIST LEAbS-TiP DRAGS GOING UP. WRIST LEADS - ПР DRAGS GOING DOWN 


ALSO, IT HELPS TO DISPLACE G 
Те PALM SLIGHTLY ON The HIT [Е the НАМО STAYS IN 
ON the CONTACT ) - ^ Де SAME PLACE IT WH 
NOT AFTER the НІГ), LACK VITALITY. 
= DISPLACE The HAND THATS WHAT WE FEEL IS the қ 
BEING AIT SLIGHTLY. 2 DISPLACEMENT oP the HIT: 


AGAIN, МЕ COULD DO THIS: 


BREAKDOWN AS PRevicds “Те WRIST BREAKS AS MAY Be HAVENO OR. COULD HAVE ONE 
hee FINGERS KEEP RISING INBETWEEN GOINSDOWN INBETWEEN GOING DOWN 


AND THEN DISPLACE 
“the PALM ON The HIT: 


So 
WITH ONE INBETWEEN 


The WRIST COULD ARRIVE FIRST 
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ОЕ COURE, APPLAUSE МАУ EE LIKE THS- SPANISH FLAMENCO PERSON CLAPS 
SO ИЕР DRAW IT THIS WAY, OBVIOUSLY - DIFFERENTLY. TIPS OF FINGERS г PALM 


ÅND OBVIOUSLY A WRESTLER CLAPS DIFFERENTLY \ 
FROM A DRUNK OR A DIPLOMATS WIFE-OR A BABY. 


Bur The PRINCIPLE IS STILL THIS — A NUMBER OF JOINTS BREAKING, ONE АРТЕ ANOTHER. 


A 


HAUD CONTINOES UP 
AS J ТАТУ TOWN 
"THEN The WEIST 
аг DOWN 
ба ENZ f 
LEAPS 
GOING ИР 


о 


A VIOLINIST- 
GOING ЦР The. WRIST LEADS 


Comme DOWN 
The WBST STILL 
LEADS 2c ke. 


NE HAND DRAGS. 
Q я DRASCING 


A HAND FLAPPING — 
CA LA ITALIAN 


VERY RAPIDLY 
ON ONES ~ 


8—4 
1. 
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EVEN IN А LITTLE THING LIKE THIS WE САМ GET FLEXIBILITY — 


Á 


"M < 4 4 
75 ГА 4 à 


О OPEN THESE FINGERS A STRAIGHT Bur ON The WAY DOWN IF ИЕ HAD A BETTE = BETTER GONG ИР 
INBETWEEN GOING UP WOULD BE OK. DRAG ‘he INBETWEEN FEELING OF CONC WHEN THIS PRESSURE 
2) PRESS URE то BFGINWITH- iS RELEASED. 


SAY WERE HAMMERING A NAIL- 


HAVE the WRIST 
ARRIVE Bur 
DELAY The HAND - 


AGAIN, WE CAN TAKE ALLTHIS TOO FAR... 
BUT The THING IS ТО KNOW IT SO WE CAN USE IT WHEN WE WANT (инен WILLBEA Lor) 


TAKE SOMEONES HANDS p 
KNOCKING TOGETHER S 
GOING 

‘Goopy, &СОРУ^ 
MAYBE WE JUST WANT zT к 

ЛО INBETWEEN IT ШШ A 

FAVOURING 
The ANTICIPATE „ REP два 
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IT MIGHT NOT. BE NECESSARY Të 'OVEEANIMATE. IT WITH BROKEN P = 
Bur MAYBE ПО GOOD. LES теу [A 


3 6 == 7 


Tie we Leid LEAD CHUNK. 


NOW ABOUT THIS FOR PULLING ft APART? 


ЕЕ x: 


SO FIRST - Две са тена NABIT 
THEN Wels WES LEAD Our PS FLOP OVER 


% IT MIGHT ВЕ NICE ТО HAVE Just ONE BREAK - 


&@‹Фф 6d аё 


SO IS AL A MATTER. СЕ DEGREE - 

WERE SHOWNG THESE DEVICES Эн) PRINCIPLES IN The RAW- 

IN The CRUDEST POSSIBLE STATE TO MAKE (Г CLEAR — 

ТО LIMBEe THINGS UP — To STOP THINGS BEING STIFF OR STILTED- 


WE CAN USE THEM INCREDIBLY SUBTLY ор. OVERDSE THEM 
50 THINGS Go RUBBERY се, MUSHY. 


BUT ITS SURPRISING HOW FARE CAN GO WITH BREAKING JOINS 
Эд) HAVE IT WORK BEAUTIFULLY. 
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( FLEXIBILITY IN The FACE ) 


“THERES А TENDENCY To FORGET HOW MOBILE OUR FACES REALLY ARE IN ACTION -AND ITS ALWAYS 
SHOCKING TO SEE HOW MUCH DISTORTION THERE IS WHEN WE LOOK AT LIVE ACTION OF ACTORS’ 
CLOSE-UPS FRAME BY FRAME. 


NOT TOMENTION WHAT A FACIAL CONTORTIONIST CAN DO (м SPITE OF the ТАШ$ ard TEETH Le 
ER- 


Win 
Sw 
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THE SKULL OBVIOUSLY REMAINS the SAME RUT THERES LOTS OF ACTION HAPPENING BELOW THE 
CHEEKBONES. OUR UPPER TEETH DON'T CHANGE POSITION AS HEY RE LOCKED ОМО OUR, SKULL. 
“THE HINGED LOWER JAW ACTION IS PRIMARILY UP md DOWN WITH A SLIGHT LATERAL MOTON. 


то 


DENTIST fà © 


AND HOW SMALL 
“Ше LOWER JAW IS HINGED IN FRONT OF The EAR. IT CAN APPEAR - 


ART ВАВЕТГ OFTEN TOLD OF HOW, AFTER ANIMATING The BEAUTIFUL EVIL QUEEN MAGIC 
MIRROR ON the WALL’ SCENE IN "SNOW WHITE aco The SEVEN DWARFS” (А DEGREE OF REALISM THAT 
NO ONE НАР EVER ATTEMPTED BEFORE, LET ALONE SUCCEED IN ACHIEVING.) HE BECAME INHIBITED 
WHEN ANIMATING CLOSE-UPS ON The 7 DWARFS. НЕ GOT HELP FROM The OTHER TOP MEN 
IN DARING TO COMPRESS aud DISTEND The FACES, HE ALWAYS SAID, SE SEAVE, DONT BE AFRAID TO 


STRETCH The. FACE.” 


(E 


THERES А TENDENCY 
ТО HAVE А SIMPLE 


and COMPRESS IT, 


MOUTH SQUIRMING STRETCH IT TO МАКЕ 
AROUND - FLOATING ІТ AN INTEGRAL PART 
ON The FACE OF the FACE. 


THERES A TREMENDOUS AMOUNT OF ELASTICITY IN OUR FACE MUSCLES- 


А MAN 
SMOKING Ç v 

A PIPE - 

LEAVING ) 

Our 
The PIPE $ 
Vw 
SUCKING IN PUFFING OUT 
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TAKE CHEWING , FOR EXAMPLE: 


o 6€» gO 


CHEEK , FACE, 


WE COULD GO FROM ANY OF THESE POSITIONS TO ANY OTHER IN ANY SEQUENCE, VARYING IT 


589806 


The CHEW CAN PULL би NOSE AROUND - өшір, 


AGAIN , WITH SQUASH 20d STRETCH, WE TRY To KEEP The SAME AMOUNT OF MEAT: 
IF YOU TOOK IT OUT зад WEIGHED IT- IT WOULD WEIGH The SAME. 


AN UNCOUTH FELLOW - 


ча 


биР RUMBLE BURP. 


So, AGAN, ITS WHO IS CHEWING? FAT, SMALL, OLD, CRAZY JNHIBITED? 
А SOPHISTICATED PERSON CHEWING VERSUS А TRAMP WHO HASNT ЕАТЕМ FOE. € WEEKS? 
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‚ OVERLAPPING ACTION IN “tu FACE ) 
Ки АЙ ае Дон 
HERES A WING You OFTEN SEE GOOD ACTORS DOING: 


SAY SOMEONE GETS FRIGHTENED - 
=. А 
ITS CRUDE 5 D FROM OWE 
JUST To Go ТО he OTHER. 


(T CANGO IN SECTIONS = Vs 


p PN «=. \ бе OVERLAPPING 
„ОЕ S ж 5 ACTION WORKS 
ro 5 б iri S y 
id P 2 жуа PAGE 
CAN BE ) 
VERY FAST, 


FIRST he EYE = THEN Ще, NOSE- THEN по MOUTH- THEN Ти HAIR 


Су 


R) 


7) VICE VERSA -WORKS ITS шы the an NN 
3 9 


FIRST tue MOUTH- THEN The NOSE- “THEN Tae РУЕ- THEN The HAI . 


STAT FROM SQUNT- 
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START WITH The EVES — THEN KEEP GOING The CHANGE COULD TRAVEL ACROSS The FACE. 
AS “the MOUTH OVEELAPS and STRETCHES Ë 


SAY SOMEONES DISAPPOINTED - 


стаг (А 
m 6 
о Prosi: - 
THIS MIGHT 
HAPPEN na) 


_ SLOWLY EYE СОЕ FIRST- THEY Howe 


WE АН. KNOW 


“the TWO FACE- 
“the Pi 
DOUBLE FACE Á ши 
FACE ON IT- 


ID LIKE TO ANIMATE ONE SIDE SEPARATELY ond THEN ANIMATE The OTHER. 
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— тт 


( INSTANT READ - PROFILES 


HIS HAS TO GO IN the BOOK SOMEWHERE 2d IT MIGHT AS WELL ВЕ HERE 


128, Bur ис 
н 5 PRETTY 
CLEAR 
WHAT 
| 


IF WE WANT OUR AUDIENCE TO READ AN ACTION FAST — SHOW IT IN PROFILE 


| ur AND Бит” 
| вит” 1 В + ЕШ лог? 


WE CERTAINLY DONT HAVE ANY TROUBLE SEEING WHATS HAPPENING HERE- 


нт 


AND FROM The POINT OF VIEW OF FLEXIBILITY- LOOK HOW JUST A SIMPLE REVERSAL 
OF НЕР. BACK ARCH GIVES TERRIFIC SUPPLENESS. 

CONCAVE AS You CAN GET - STAYS THAT WAY ON 
aud (б). 1 


К 
o 
DRAWING Ф)$ BACK IS ABOUT AS 
(E) зд THEN REVERSES To CONVEX ON 

The HAIR (5 DELAYED эмд ONLY DROS ON 


© 

(£y. NICE. 
TS ALWAYS А GOOD IDEA ТО TRY To GET A CLEAR OPPOSITE FROM WHAT. WERE GOING 
ТО CHANGE To - WHETHER ITS A FACIAL EXPRESSION OR A CHANGE OF SHAPE LIKE TH 
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ТО FINISH OFF THIS SECTION aud AS A KIND OF REVIEW — 
HERES AN EXAM IN. FLEXIBILITY - 
AN ASSIGNMENT АРТ RABBIT GAVE US ТО PEACTICE SUCCESSIVE BREAKING JOINTS — 


(D ТАКЕ Пе FRONT VIEW OF А FEMALE SWAVING SIDE TO SIDE. 
(2) HAVE Пе HIPS WORK IN A FIGURE 8. 


© HAVE Tre HEAD COUNTER The BODY. 
СӘ HAVE The HANDS WORK INDEPENDENTLY ad BEFAK the JOINTS. 
Ú 
HERES The SCRIBBLE | MADE AS ART SET our The PROBLEM: 


KIND OF A SCARY PROBLEM ма AS | WANTED TO DO IT SORT OF REALISTICALY - HEN SCARIER. 
OK, WHAT ро We DO FIRST? (THINKS) Punt... HEY OF COURSE -The (EY) = един") 
The ONE THAT TELS the STOR 


D — 


WHERE SHELL SWAY 


е To the OTHER РЕД ‹ Ñ / 
Š 3 -Саитик из E 


13 
ние мәт? Ü EY 
THINKS) k = 
ra OBVIOUSLY... : کے‎ 
е NXT EXTREME М N 
# 


BECAUSE WHEN 


1 TAKE ABOUT 
1 A SECOND To SWING 

и ТО ONE SIDE әд 
№ SEC То SWING BACK 
= | SECOND OVERALL . 
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МАКЕ ITA CYCLE 

С ИЕ CAN TEST 
CEPEATEDLY 

то SPOT ANY GCOFS. 


HEY iTS NOT SO 
SCARY ANYMCRE- 
BOW Е WE.JUST. 
GET INTERESTING 


PUSHING 7) 


щита | и. 
\ HER THER. 
FURTHER j OVER” 
\\ О. 1 
\ 
` 2 
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NOW IT LOOKS + + si 
LIKE ITS ALL 


GOING то WORK- Zu 
240 WE САМ k 
KIND OF RELAX, у i 
BREAKING IT DOWN 
, FURTHER 
эм ENJOY TAKING 
ON The Rest 
ЕП BY BIT 
PUTTING IN The 
HANDS CiRCLING 
da) OTHER. 
CURVY Bits. 


“The CHARR 
ARE SIMPLE Os 7 9 jp de 


GOING OVER — 144} Н 
5 15 


+ 
+ 
Ë 


aud COMING BACK 15921 28 25 (б) 
4— (yp t 1 4 
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А “TEN ADD IN ONES THROUGHOUT— Eur THEYRE JUST 
@s7 2 ив (5.1921 28 25 (D EEANLESS INBETWEENS TO SMOOTH THINES CUT FURTHER- 
j (THIS CAME OUT JUST FINE, DIDNT NEED ANY CORRECTIONS) 


зас 8 © 2 бс 6822 < 14 22 
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WEIGHT A 


THE FIRST QUESTION | EVER ASKED MILT KAHL WAR : НОЩ DIP You EVER GET 
THAT JUNGLE BOOK TIGER TO WEIGH SO MUCH?’ 

HE ANSWERED, ` WELL, | KNOW WHERE The WEIGHT IS ON EVERY DRAWING. 1 KNOW 
WHERE The WEIGHT (S AT АМУ GIVEN MOMENT ON The CHARACTER. | KNOW WHERE The- 
WEIGHT IS э) WHERE ITS COMING FROM aud WHERE ITS Just TRAVELLING ONER- 2u 
WHERE The WEIGHT IS TRANSFERRING TO. ° 


WeVe ALREADY SEEN THAT IN A WALK WE FEEL The WEIGHT CN the DOWN FeSmoN 
WHERE ‘the LEG BENDS AS IT TAKES The WEIGHT, ABSORBING The FORCE OF The MOVE. > 
Bur HOW ABOUT OTHER KINDS OF WEIGHT? OBJECTS “LIGHT? HEAVY ? HOW PO WE SHOW THAT: 
ONE WAY WE CAN SHOW HOW HEAVY AN OBJECT (S — 

-TS ВУ the WAY WE PREPARE TO PICK IT ЦР. 
TO PICK ир WEIGHT WE HAVE TO PREPARE FOR IT - То ANTICIPATE The WEIGHT. 
OBVIOUSLY PICKING UP A PIECE СЕ CHALK, А РЕМ OR A FEATHER DOESNT 
FEQUIRE ANY PREPARATION - 


STONE... WE CAN SUGGEST WEIGHT RY JUST HAVING HIM 
ETA HAW á WALK AROUND IT = SIZING IT ЦР» 


мага, 


ВАР. NO FEELING OF WEIGHT: HONS НЕ GONG то DOTHIS? HES CONSIDERING > 
ITMUST BE A POLYSTYRENE ROCK: WHAT HES GOING TO PICK АР. HOW HEAVY (S IT: 
HES ANTICIPATING WHAT ITS GOING © WEIGH гг, 
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МАУВЕ МЕ DONT HAVE The SCREEN TIME TO HAVE HIM WALK AROUND, BUT ONE Way 
OR MOTHER, HES GONG TE ANTICIPATE Tie WEIGHT: 


сок. WHAT 
THE SPINE 


гед 


НЕЬ CERTAINLY SPREAD HIS FEET 
FIRST AND BEND HIS KNEES ^ AND бет AS CLOSE TO Tlu WEIGHT AS POSSIBLE , 


^. 


ARCH 
Ене 


HEAD 
STIAIGHTENS 


=€ ADJUSTS HIMSELF Bopy Goes БАСК Те To GET 

62 ASTO Jo Nor DAMAGE — As HE LIFTS UNDERNEATH The Бе ARH 

pi MSELF, HE Poem WEIGHT MIGHT ciego 
IA Ab) UST FEET | 

WANT A НЕРІ юра Bes TO GET A 


ERRATICALY PURCHASE - 
Us Ва. д 
« 4 — , ) 


Gi 2. 
Реан ¿Ba а. >L WHATEVER, 
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А MAN CARRYING A SACK OF POTATOFS ON HIS BACK BENDS DOWN TO COUNTERBALANCE “the WEIGHT. 
THE WEIGHT FORCES HIS RODY CLOSER To Ще GROUND, KEEPING The KNEES BENT ad MAKING The FEET 
SHUFELE ALONG, The FEET ALSO SPLAY CUT TO FORM A SORT OF TRIPOD TO SPREAD The WEIGHT OVER. 


А LARGER. AREA. 
Feer APART- М Fer DONT 
KNEES COME OFF 
ALWAYS BENT The GROUND 
Y VERY MUCH. 
= 
Ж” 5S š P d 


А LOTOF DIFFERENCE IN THESE WALKS CR. RUNS IS DETERMINED EY The WEIGHT The PERSON MIGHT ВЕ CARRYING. 
IF A PERSON IS CARRYING A HEAVY ROCK- 
“The WEIGHT WOULD LOWER The SHOULDERS за STRETCH the ARMS. he HEAD aud NECK COU CME DOWN. 


(Paso вивипу amer) 17 4 j 


HELL move AGAIN, the 
MORE SLOWLY PASSING FOOT 
aul the BODY WILL HARDLY 
WILL RAISE LEAVE Те. GROUND 
ONLY SLIGHTLY Du 
ON The "The. KNEES WILL. 
PASSING POSITION Pan BNT 
Te Ti 
Bur the 
EC vd FROM Tae WEIGHT. 
AT ALL , 


"ffe TimiNG OF The Feet 
COULD ВЕ ЕВРА с — 


(е STEP PAUSE, STEP, STEP, PASE, STEP, PAUSE, STEP, STEP, STEP PAUSE, efe- 
Де COULD GLIDE RAPIDLY тад THEN DROP IT. 
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А HAND PICKING ИРА ЗК 


HANDKERCHIEF LYING ON 
the GROUND ENCOUNTERS 


NO RESISTANCE - 
ВИТ A HAND PIOKING-UP A BRICK- 
LETS CONSIDER WHAT HAPPENS O Tac WHOLE BODY - ANGLE QF HEAD 
Е 
“the WEIGHT X, у 
; OF TE ERK , | \ 
STRAIGHTENS 
p he ARM 


Dud PULS 
p a “he SHOULDER 
2. POWN. 
[ ы The ARM 15 

| HELPING 16 
BALANCE 
The ЕРЕК 
IN The RIGHT 

: HAND. 


PICKING UP А FEATHER 


ISNT GONG To HAVE ANY EFFECT ON The Бору. 
Ñ 
— 
is сл Ss 


REVERSING The FEATHER SHAPE Ao Те xw Il ue MOVE MAKES Ta FEATHER EVEN 
LIGHTER. 


OF Covase, ONE WAY ТО СЕТ WEIGHT IS To BE CONSCIOUS OF IT. 


“Ше GREAT ANIMATOR , BILTYTLA SAYS — 
\ The FOINT 18 THAT YOU ARE NOT MERELY SWISHING A PENCIL ABOUT, Бит You HAVE 
WEIGHT IN YOUR FORME мо You DO WHATEVER You (и CAN WITH THAT WEIGHT 
76 CONVEY SENSATCN. IT IS ASTRUGGLE FCR ME add | AM CONSCIUS OF rr ALL The ПМЕ” 
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РА Far, A 


A 
E Рн HAND Tags 
Thu Alm MIGHT OHA Bone 
JUST STRAIGHTEN 
^ BT- КЕ 
РА 3 d ү 


/ 


i 


“Та ie мш. КРИСИ ag СР 
Ти WATER BUT WIL REALLY HAVE 
LITTLE EFFECT ONThe WATER. 


-ETS DECP А FEW THINGS WHICH FALL AT DIFFERENT SPEEDS BECAUSE OF THEIR WEIGHT 
а) WHAT THEY'RE MADE ОҒ. 


A ©К НАЩЕ 3 А HEAVY 
WOULD CATCH А OVERCOAT 
CERTAIN AMOUNT FALLS - 
OF AIR AS IT FAUS | 


AIR, 
им 
ОЕ ны. TEND T FAT кер 
+ FAT — IT 
WONT LINGER 
IN The AIR » 
LANDS = 
MAYBE THIS 
i WOLD NEVER 


UNDER IT 
— ——oOo < SETTLE AT ALL. 
— == 


N AND SETTLES 
N 


TAKE А CHINA Cup ~ 
\ IN REALITY The CuP WOULD PRORABLY SHATTER ON IMPACT 
БИГ WE САМ HAVE IT BOUNCE AROUND A БІТ 
ТАКЕ LIBERTIES WITH PEALITY BUT MAKE IT APPEAR BELIEVABLE 


б) 
59 
/ 
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ЖО 
PASE 


goue. Bowe | Сети THEN IT SHATTERS 


“ 


Boke 


A FALLING LEAF WILL LINGER IN The AIR- Y SAME SORT OF THING WITH 
AIR CURRENTS WILL AFFECT IT- ITS FALL А РЕСЕ OF PAPER PROPPING Ш 


Is BEING RESISTED BY The AIR. - 
p ==” 


ж Mie TIMING OF THIS 
WOULD Be SLOW 
` 24) GRACEFUL. 
pem г, А Few &МАН- 
SESS › (Cem, RIPPLES 
< s= WHICH QUICKLY 


ITE LANDING 15 RESISTED DISSIPATE: 
BY WATER. - 


А SLOW SKID TOA HALT. о 
Av 
OF 50-60 LBS. 
A PEBBLE үе RIPPLES MIGHT GO 
INTO WATER... To The VERY EDGE 
OF The POND. 
CCE) 


DOUGH FALLING - 


«Y —2 
UN 


a TD Но INBETWEENS - Go згедент. 
TO HS SHAPE 


261 


PRESSURE 240 WEIGHT - 


v FEL ЕЛ = 


NOT MUCH PRESSURE PRESS To STRENGTHEN TO 
The POF > regioni 
FURTHER 


FLATTEN END 8 STRENGTHEN 
FOR PRESSURE " IT FURTHER. 


SUPPOSE the SURFACE IS SOFT- CLOTH СР. RUBBER — IT WOULD СМЕ. 


NOT MUCH BEND he 
PRESSURE FINGERS 
HERE Te GWE 
Й PRESSURE 


IN PICKING UP A PENCIL- 


AGAIN, IN PICKING UP SOMETHING HEAVY, The WHOLE BODY WILL HELP 
AND The SOURCE OF The SCURCE oF The ACTIN 
The ACTION IS IN the HIPS = 16 IN The ELEON, 
< OBVIOUSLY 
Nor ! 
FROM tae HIPS 
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А VERY HEAVY BOX FALLING - A HARD GOLF ВАН. FALLING- А STEEL BAL. OR ROWLING BALL FAHS- 


= 


i VERY SLIGHT BOUNCE 


-THEN ROLL. AGAIN, 
ІТ DOES NOT SQUASH , 


We 
| RI 
= m | 
EI 
WHENITHIS МЕ т BOUNCES BUT WWEPIATEY ОШ To A BOP: 2 
TO ry. Ще IMPACT The BOX IS PARTIALLY OPEN Кушай i 
$ды) че 
Af Tto MOMENT OF МЕКСТ, ANP IMMEDIATELY RISES. 
А TENNIS BALL Wit SQUASH ON IMPACT | 
E 
REGAIN ITS 
ORIGINAL 
SHAPE 
e IS PART OF WEIGHT = TOUCHING FRESSING 


= 
0 IF WE PUSH HARD ENOUGH 
Още ARMS WILL BEND 2ud _ 
OUR FAT WIL-SLIP OR SLIPE. 
ЖЕ! | 
Tonene J к | ) 
Айу d WM M | 


THERES RESISTANCE COMING FROM he THNG WEEE TRYING то MOVE- 
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HOW MUCH EFFORT PO WE HAVE TO EXPEND 
(D To MOVE SOMETHING? 


@ TO CHANGE ITS DIRECTIONS 
@ OL TO STOP IT? 
WILL INDICATE HOW MUCH IT WEIGHS. 


COMING TO A STOP IS PART OF WAGHT: 


SLIDES 


5 SLIDE, WE} 4 THEN WE GO INTO CURNEXT ACTION 
Сомна Tole ND OF A SLIDE, WERE ТАКОВЫ Th қ | 
FRANK THOMAS SAYS = 


LA 
ЧУЕМ GOT TO DO SOMETHING TO STOP The FORWARD PROGRESSION OF BELIEVABLE WEIGHT. 


WHATEVER 
WAS IN MOTION Ix ee 
Ка елең ат 

GONG- INDICATING 

е WEIGHT 

ARMS, HEAD, OF ITSELF. 
HANDS, HAIR, 

DRAPERY. 


HERES MILT KAHL ON IT — 
* STOPPING THINGS CONVINCINGLY 1S ONE OF The DIFFICULT THINGS TO PO IN ANIMATION. 
WHEN You COME To A STOP PICK A GCOb PLACE ТО STOP. HOW You CHOOSE TO SroP- 
WHAT KIND OF A STOP - WHETHER ITS AN ALERT SOP OR A LAZY ONE, CHOOSING WHERE 
TO Do IT IS AN IMPORTANT CHOICE. | HATE TÓ ЗЕЕ А FOOT COME THROUGH auc LAND 
244 THEN NOTHING HAPPENS TO IT | THINK WHEN IT LANDS WE CUGHT TO GO AHEAD 
aal PUT The WEIGHT ON IT- OR ROCK FORWARD - OR RAISE The OTHER FOOT.” 
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So, HON MUCH EFFORT (T TAKER ТО STOP SOMETHING SHOWS HOW MUCH IT WEIGHS . 


ALSO, Tue SPEED OF AN ACTION WILL DETERMINE HOW VIOLENT The. DRAPERY (5 - 


IF А MAN IS RUNNING WITH А COAT МАРЕ OF THIN, LIGHT MATERIAL ий НЕ COMES 
То А SUDDEN STOP Tae MATERIAL WILL CONTINUE Т2 FLOW, TO KEEP ON GOING — 
ТО GO AHEAD OF HM INDEPENDENTLY ид THEN FLOP BACK энд SETTLE. 


“ғо! с 
и) 


GEPS- MATERIAL CONTINUES nu) SETTES 


А WOMAN IN A SUKNIGHTIE-.. “the MATERIAL WILL BLOSSOM зад FLAP VIOLENTLY 


стору - MATERIAL CONTINUES aed wiu SETTLE mane 
Во анив LOWLY + 
SO WHEN SHE STOPS, HER CLOTHES mò HAIR FOLLOW THROUGH ARRIVING LATER THAN іш MAIN ACTION, 
AND OF COURSE, HER MAIN ACTION ALSO STOPS IN PARTS, FINISHING UP AT DIFFERENT TIMES. 
HAS THERE EVER BEEN AN ACTION WHERE ALL-Tke PARTS OF A BODY MOVED UNIFORMLY: 
(EXCEPT IN RORCTS, 240 PROBABLY NOT EVEN IN THEM: 


AGAIN, FOLLOW THROUGH ' IS The. RESULT OF зид (S GENERATED ВУ the MAIN ACTION. 
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Bur The ONLY WAY WE CAN REALLY SHOW WEIGHT IS ИПН Te ACTION. 
SAY WE'RE PICKING ЦР A HEAVY BATCH СЕ HAY WITH A PITCHFORK 


ANTICIPATES. 
THRUST 


> та? 
ganna rie 
=> 


ANTICIPATES 1% THROW 
ВУ GOING POWN > 


\ 


BACK TO LIFTING А ВОСК ACAN- WITH SUGGESTIONS OF HOW To BREAK THINGS UP INTERESTINGLY — 


CONSIPERE IT ONE HAND Boby светене ИР. | BENDS DONN HEAD STL EXE 
SARE BACK Hexe RON CO BUC ELD VID RACK. SOMEWHAT Рале. Heals 
БАСК AT THE SAME | ARMS Go HIGHER BUT ONE HAND PREFS SOMEWHAT 
TIME NOT TOGETHER “The OHER. YED. 
ONG HAND ел, 
A 
SPINE кен “+ 
REVERSES 
2 " 
( J) EN 
s wm LIF AS 
pot Аруак BUTT аон АЕ 
HEAD COMES SIDE To SIPE 2:4 1% 
POW LATE "те Вору, 
Ка 
Ж) 
ELBONS SHAKE 
АС НЕ STRAIE. loses БАКР 
НЕ ване тътномт. | К ROW 605 OER BALANCE 


А МАК WITH Á HEAVY MALLET IS GOING TÓ THROW IT CN AN ANVIL- a ELC АГ 


Есі 
мот #16 ACTIONS BACK EENERGES - 
EN: Pee ws ВЕТ слон ER ет 0, 
ss | D | | 


ON THE REBOUND AFTER. Te CONTACT 
WHERE THE MAV-ET LEAVES The ANVIL- 


So we TRY To FIND ALL {ue VARIOUS POSSIBILITIES To CONEY WEIGHT VISUALLY — 


CAN WE DELAY PARTS? 
GO FAST ANP SLOW? 
USE UP AND DOWN ? 
BREAK The JOINTS? 
REVERSE Па Вору ARCH 7 
Surrr the WEIGHT? 


— AND SELECT WHAT WE NEED TO PUT OVER WHAT WE WANT. 
AND WHEN WE HAVE ALL THIS STUFF IN OUR BLCODSTIERAN — CONCENTRATE ON PERSONALITY. 
WHO ІС DOING IT dud IN WHAT SITUATION? 
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ZUNNING га) TRYING то CHANGE DIRECTION SHOWS The WEIGHT 


IN TURNING A CORNER CHARHE CHAPLIN PID A FAMOUS SKIPPING OR HOPPING TURN. 
HE SKIDS ROUND The CORNER iN А CURVE xd RUNS OUT the OTHER WAY. 


TIEN АММАТЕВ СР 


Еле (и 


LIKE ^ MOTORBIKE НЕ LEANS INTO The Сибуе OF he TURN. 


ІМ ANIMATION ~1F HE SKIDS FOR АВОШГ A SECOND — 
A WAY TO Po THIS IS To MAKE A SERIES OF DRAWINGS FROM 2% 2 


THEN MAKE ANOTHER SERIES, OFFSET SLIGHTLY, FROM 5 Te 23 (OvpNUMEERS 
THEN WE INTERLENVE THEM. (FOR MORE CN THIS SEE VIBRATIONS’) 


( DANCING ) 

TO FINISH OFF THIS SECTION ON WEIGHT WE SHOULD INCLUDE DANCING. 

“The REASON IS THAT The ESSENTIAL. PART CF DANCING IS NOT WHATS HAPPENING TO Пе FEET 

BUT WHATS HAPPENING ТО The BODY -the WEIGHT -The UP aud DOWN OF The BODY. 
KEN HARRIS m) ART ВАВВИТ WERE BOTH SPECIALISTS IN DANCE ANIMATION aud THEY 

BOTH SAID EXACTLY The SAME THING: ITS The UP AND DOWN ON Tre BODY әд HANDS 


THAT К Ti. MOST IMPORTANT THING IN A DANCE. ITS WHATS HAPPENING Tó Ше ВУ 
WITH Пе WEIGHT MOVING UP aud DOWN IN RHYTHM: 


THE FEET ARE СҒЕХЕГ ON ‘fhe 
ІМ EETWEENS TO MAKE The SKID. 


4 (EVEN NUMBERS.) 


(Pureo Amer ) 


IN A ТАР DANCE- 


IF WE BLOCK OUT the FEET aud JUST GET The UP aud DOWN oF The BODY RIGHT- 
THEN WE CAN PUT The FEET ON ANYWHERE. 
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LETS ADD FEET TO A SIMILAR UP зад DOWN BODY РАМ. The REAT IS ОМ 12/5 (THS WORKS Мец-октцов) 


ay + + ив + + 


х 
ae BEAT 


ГА 


Hes up 
ANTICIPATING 1 
the BEAT 


+ 


Now bets ACCENT the UP 
эх) REAL THROW The BODY 
АР aud DOWN aud 
CWING The ARMS AROUND. 


Тие BEAT ($ ON |65 
EVERY Ан DRAWING 
IS AN EXTREME. 


This ($ ALL ON ONES 
aud JUST NEEDS 

3 SINGLE MORE oz LESS 

STRAIGHT INBETWEENS 

BETWEEN FACH EXTREME. 


+ 
E 
eu 
тің OFF BEAT 
ANTICIPATING 
the uP 
4- 
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up 
ANTICIPATING 
Те BEAT 


ON A DANCE- USUAUY HIT Пе BEAT ON е DOWN. ИЕ Fee lie WEIGHT AS the BODY COMES DOWN. 


низ + 

y X 
the BEAT 
7 


HIS 


Ж 
+ the BEAT де 


WE CAN ACCENT EITHER 
5 E the POWN CR The ИР 
OF The BODY. 
ON A DANCE , IF WE Ger MOST 
OF the BIG BEATS RIGHT - 
THEN WE CAN ALMOST IGNORE 
Тре LITTLE BEATS OR SECONDARY ONES. 
DONT SPEND TIME 
ON The INFIN (TESMAL ^ 
ANYTHING LESS THAN 
m 4 FRAMES WONT READ. 
хо. Get the MAIN THING RIGHT - REALLY RIGHT. 
te BEAT THEN SUPPORT IT WITH SECONDARY НЕ e 
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WITH DANCERS - NOTICE The TWIST I The SHOULDERS 
AS THEY OPPOSE The TWIST IM “the HIPS. 


of) 
е HIPS за SHOULDERS 1 
TEND To COUNTER FACH N f 
OTHER ALL Пе, TIME = N 
SHOULDER DOWN, HIP UP 
SHOULDER UP HIP DOWN. WHEN CHANGING 
TWIST the Есру- POSITION 
HEAD AT DIFFERENT ANGLE wor 
TO SHOULDERS. \ < HIPS 
= Se athe 
WEIGHT 
SHIFTS 


; GET 
ж FEET CAN COME DOWN into Tae геру 
OR fue SIDE CF e КЕТ ве DYNAMICS 


THEN. IN %. 
STRAIGHTEN SONE Spec | 
ow The FEET ВАУ 
TOUCH The GROUND 


ON SYNCHEONISING The ACTION TO A MUSICAL BEAT, THERE ARE 2 RULES OF THUAR: 
( + HAVE Йе VISUAL ACCENT POSITION OCCUR 2 FRAMES AHEAD 
(яше or mue #1). Havers уши Aco ~ РОРОРЕОМЕ The SOUND EY 2 FRAVES. 


um 
HIT 


So WE CAN EITHER ANIMATE The НІГ 2. FRAMES AHEAD OF The SOUND 
OR, WE CAN ANIMATE LEVEL WITH The SOUND 2 ADVANCE The PICTURE 
IN The EDITING, LATER зад GET IT SO IT LOOKS RIGHT: (I MUCH PREFER THIS) 


RULE OF THUMB 2 ) — MANY LIVE ACTON EDIICES OFTEN Pure VISUAL HiT AHEAD EY J4 The іден 
OF Пе VERAL- BEAT( WITH A 12 FRAME BEAT THAT Û FRAMES AHEAD ce Te SCUND.) 


AS WITH DIALOGUE, 1 THINK The BEST WAY ISTO ANIMATE LEVEL. WITH the SOUND “THEN FIDDLE 
WITH IT IN Tue EDITING TILL IT LOOKS JUST RIGHT. ALSO WE LEARN THINGS THIS WAY, AS RULES 
OF THUMB АРЕ ONLY WHAT THEY АВЕ -RULES OF THUMB - TRY IT aud SEE WHAT WORKS BEST: 
MAYBE ITS BETTER ONE FRAME ADVANCED, MAYSE-TWO, MAYBE S OR 4. MAYBE ITS BEST LEVEL. 
(GS NEVER BETER LATE.) 
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ANTICIPATION 


15 THERE ANYBODY WHO DOESN'T KNOW WHAT THIS GUYS GONG TO bo? 
Те GREAT ANIMATOR , BILL TYTLA SAID, 
U-THERE АРЕ ONLY 3 THINGS IN ANIMATION = 


/ ANTICIPATION 
2 ACTION 


3 REACTION 


AND THESE IMPLY tie REST. 
LEARN To DO THESE THINGS WELL 
and YOU CAN ANIMATE WELL.” 

СНАВ Е CHAPLIN SAID, 


| TELL'E WHAT YOURE GOING ТО Do. 
2 POIT. 


3 ТЕЦ ЕМ THAT YOUVE DONE IT. 


273 


“Пе GREAT FRENCH MIME, MARCEL MARCEAU SAYS, 
Сис ва ANTICIPATION.” ) 


WHY? BECAUSE IT COMMUNICATES WHAT IS GOING TO HAPPEN. 
The AUDIENCE SEES WHAT IS GOING To HAPPEN - THEY SEE Ше. ANTICIPATION 
2 SO THEY ANTICIPATE IT WITH US, “THEY GO WITH US. 


үнү? BECAUSE FOR ALMOST EVERY ACTION WE MAKE ТНЕРЕ IS AN ANTICIPATION. 
WE THINK OF THINGS FIRST -THEN DO THEM. 
UNLESS ITS A PRE-PROGRAMMED RESPONSE LIKE SHIFTING GEARS ON A CAR 
OR GETTING DRESSED WE KNOW THAT WE THINK OF SOMETHING FIRST-THEN DO IT. 
AS WITH SPEECH, WE KNOW THAT OUR BRAIN FIXES UPON The SENSE OF WHAT 
IT WANTS TO SAY -THEN GOES INTO A VERY COMPLEX SERIES OF MUSCLE 
SELECTIONS TO SAY IT. 

SO, ANTICIPATION IS The PREPARATION FOR AN ACTION. ( WHICH We ALL RECOGNISE 4) 
арсаи TAKES PLACE IN ALMC&T EVERY ACTICN- 

240 CERTAINLY IN EVERY BIG ACTION. 


die 


‚ IN ANIMATION \ 
IT CouLD BE 
HKETHIS - 
THEN GO 
BACK TO 
NORMAL 


йык 
ANTICIPATES ACTION REACTION 
= GONE = VIBRATES ди) SETTLES.. 


“The ANTICIPATION 1S ALWAYS IN The- OPPOSITE DIRECTION TO WHERE The MAIN ACTION IS GONE O GO. 


УТ 


ANTICIPATES Aeon = GE  PEACTON (ee) 


ANY ACTION.IS STRENGTHENED BY BEING PRECEEDED EY ITS вс. 
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W 2 Y IF ACTION IS Ме, WHOLE BODY 
НЕМ WE HAVE ANTICIPATION OF 
> TREMENDOUS LATENT FORCE - 


USUALLY Ще. ANTICIPATION IS SLOWER- LESS VIOLENT THAN “the ACTION 
SLOW ANTICIPATION, ..., ZIP! = FAST ACTION 


МӘТЕ: А WOMAN — 
UNLESS SHES ATHLETE ~ 
- се А SA CHID 
WILL. THROW WITHOUT 
USING The Bopy MASS 
STARTS SLOW WIND UP THEN PLITS The BODY INTO IT FOR The THROW 75 HELP the THROW. 


А RUNNER WILL GO BACK BEFORE GOING FORWARD 


Go "> ' 
WE GET А MUCH STRONGER ACTION — COE 


ANY ACTION CAN BE ENHANCED IF THERE IS АМ ANTICIPATION BEFORE е ACTION. 


© WE GO BACK ВЕРОРЕ WE GO FORWARD. 
WE GO FORWARD BEFORE WE GO BACK. 
WE GO DOWN BEFORE WE GO ЧР. 
WE Go UP BEFORE WE GO DOWN. 


The RULE IS: ` BEFORE WE GO ONE WAY - FIRST Go The OTHER WAY. 
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OF COURSE, WITH А ‘CARTOON’ CARTCON = 
“ех FEATHERS 


КА : LINGER. 
е ` EN € Ë 
p GOD è 2! - 
/ (S WW \ 2.7 EE 
& = » ua 


SEES SOMETHING ANTICIPATES НК EXIT МО DRAWINGS GOING сиг — HES JUST GONE. 


ANTICIPATION HAPPENS WITH SMALLER md UNDERSTATED MOVEMENTS. 
GETTING UP FREM A CHAIR , WE GO БАСК REFORE WE GO FORWARD а) DOWN 4) ВЕСКЕ WE GO UP. 


"EN а 
для} 


ANTICIPATES BACK GOES FOR WARD 
То Go FORWARD зад DOWN TOGO 
SOMEONE MAKING A POINT = NOW, MAKING The ACTION STRONGER - 


© > ж © AW \ | 
МЕ 


WEAK ANTICIPATE 
GOING BACK FIRST IN The OPPOSITE PIRECTION (MAGNIFIES u PESULT, 


TAKE А SIMPLE THING LIKE STARTING A WALK — 


The OBVIOUS WAY 


ITS UNNATURAL à 
TO START А WALK To Go Te HIS LEFT 
WITH the. (S TO SAT WiTH 
FARTHEST FOST HIS LEFT FCOT- 
FROM the 
1% К алые 
WE'RE GOING. 
NEAREST TO ok. 


WRONG WHERE Hels GOING 7 
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Bur НЕ COULD 
ANTICIPATE 
“the WALK WITH 
HIS RIGHT Foor 
UKE THIS - 


HIS RIGHT FooT 
COULD BACK UP 
AS AN 
ANTICIPATE ~ 


ALTERNATIVELY 
HE COULD 
ANTICIPATE 
HIS WALK 
BY BACKING аР 
WITH HIS 
LEFT Foor 
IN ORDER 
To FREE 
HIS RIGHT Foor 
ТО STEP OVER. 


А BALLET РШЕ. 
13 АМ ANTICAPATION 
BEFORE JUMPING 
UP IN The All 
To Do AN ENTRECHAT 


gd: in дните 
1 Fer Wu 
| | (5 Reg] 
= WIGGLING FEET 


ES Go DOWN BEFORE WEGO uP 


A MAN ON А P/VING BOARD = Q 


и 


am PATE 


AKOTHER 


оо о VA 
ANTICIPATE 


START WITH ЕСГ” LEG (бек ARCH == 5 Pe jm EC 


AGAIN } 
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WITH SMALLER ACTIONS — TAKE A HAND WRITING - 


ra ITS PERFECTLY CLEAR 
А. WHATS HAPPENING- 


ранае И 


виг JUST BY PUTTINGIN А SMALL ANTICIPATE UP BEFORE HE WRITES - WE FEEL е. PERSON THINKING. 


< < 


P ade НЫ. И LS 


OR. WE CAN USE FLAMBOYANT “THEATRICAL GESTURES AS ANTICIPATION . , 
SAY А SHOWBIZ WOMAN IS GONG TO PUT HER HAND CN HER HIP. (пъ A ricure 8 ) 


ФО d» ® 4 
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ANTICIPATION IS A MAGICIANS STOCK ІК TRADE- 


IE SOMECNES GONG- 


TO HiT SOMEONE е ANTICIPATION 
HE WOULD TELLS US EXACTLY 
ANTICIPATE BACK WHATS. GOING TO 
BEFORE SWINGING HAPPEN. 
FORWARD. 


IN the EARLY DAYS OF ANIMATION He CONTACT WAS LIKE HITTING А PUDDING- 


PO PFA 


GRIM NATWICK SAID, 
“AT DISNEYS | “LEARNED HOW то DELIVER A PUNCH FROM дет BABRITI- 
ART SAID, ` DONT EVER SHOW the HAND HITTING The CHIN. SHOW The HAND 
AFTER. ITS PAST the CHIN aud The CHIN HAS MOVED Our OF PLACE!” 


WE LEAVE OUT 
ТОМ WE JUST “the CONTACT 
SHOW the RESULT. aud SHOW 
THERE Б ау 
NO FONT HITTING 
OF CONTACT: POINT 
2 (О TIMES 
“fhe IMPACT. 


KEN HARRIS TOLD Ме THIS IS WHAT THEY PIP N OLD WESTERN FILMS. THEY WOULD EDITOUT 
"е POINT OF CONTACT’ FRAMES TO JUST SHOW The RESULT OF The HIT aud) РИТА RIG BANE CN IT: 


SO , WE PUT Ku SOUND HIT WHEN Tre FIST IS PAST The FACE — WHEN The CHARACTER IS DISLODGED 
пад tle ARM SWINGS THROUGH, WE GET Ju. IMPACT, The STRENGTH FOM Te, DISPLACEMENT: 


AGAIN, 
The ANTICIPATION IS- WE PREPARE FR Tie ACTION. WE BROADCAST WHAT WERE GONS TO Do. 


Те ONLY TROUBLE WITH ANTICIPATIONS 15 THAT THEY CAN ВЕ CORNY. 
the AUDIENCE GOES," AW SURE, | KNOW, ( SEE, NOW YOURE GONG TÓ DO THIS o BORING. 


SO THEN The GREAT THING (€ TO DO SOMETHING DIFFERENT” A SURPRISE — 
WHICH CAN BE VERY FUNNY (OR SHOCKING.) JUST PONT DO WHATS EXPECTED. 
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WE COULD SAY THAT Ам ANTICIPATION 15 AN EXPECTATION OF WHAT WIL OCCUR. 
THE AUDIENCE EXPECTS SOMETHING ТО HAPPEN BEFORE IT ACTUALLY HAPPENS. 

A SURPRISE GAG WORKS WHEN The AUDIENCE READS The EXPECTATION aud EXPECTS 
А CERTAIN THING ТО HAPPEN 2d THEN SOMETHING QUITE DIFFERENT HAPPENS — 


“The INHALE IS 
he, ANTICIPATION 


Ж 


INHALE = ANTICIPATION ACTION INHALE = MORE MORE ACTION 
ANTICIPATION 


~è 
= “6 


ww 


<Ç 
<< 


МОРЕ INHALE ACTION PEACTION МОРЕ YET MORE 
= MORE ANTICIPATION Oe RESULT REACTION REACTION. 
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E PESE de EMI qeu M oio aptos € 
u с ) 
SURPRISE ANTICIPATIONS 


STRONGER 
ANTICIPATE ANTICIPATE 


WAIT FoR іг = 


ANTICIPATE 


ANTICIPATE 
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AcTION 


he 


REACTION 


СКОТ ANTICIPATIONS ) 


A WAY ТО GET SAP’ WHICH ANIMATORS ARE ALWAYS TALKING ABOUT IS THIS: 
SAY А CHARACTER SEES SOMETHING MILDLY SURPRISING за LOOKS UP SLIGHTLY - 


Raq 8 


Ө; Ө; 


WE Pur IN A VERY FAST ANTICIPATION - A DRAWING CR TWO IN Те OPPOSITE DIRECTION 
FROM WHERE WE WANT ТО GO- ITS Тео FAST FOR The EYE To SEE IT - ITS JUST FoR. 
ONE OE TWO FRAMES — ITS INVISIBLE TO The EVE BUT WE FEEL IT. THIS GIVES IT The SNAP 


SAY A SOCCER GOALIE IS GOING то STOP А BALL МИН А CIRCULAR FOOT FLOURISH — 


АЕ te Teck! THEN — MOVES IN OPPOSITE DIRECTION 


OFCOURSE, The FOOT FLOURISH ($ ITSELF AN ANTICI PATION OF CATCHING Tae PALL. 
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THIS PEVICEG МЕ AN EXTRA PUNCH То АМ ACTION EY INVISIELY ANTICIPATING ANY ACTION. 
ITS The SAME THING AS А 'NATUEAL. ANTICIPATION = JUSTGo The. OPPOSITE WAY FIEST— 
BUT ONLY FOR ONE, TWO OB THREE FRAMES. 


А BASEBAL PLAYER HAVING CAUGHT A BALL COULD ANTICIPATE the ANTICIPATION OF HIS THROW 
FOR JUST 2. FRAMES - 


“< (4 | I A 


ANTIC. FORWARD FOR 2FRAMES- NOW GO BACK NTO The NORMAL’ ANTICIPATION - 


CONCLUSION : 


WHENEVER POSSIBLE WE TRY ТО d AN ANTICIPATION o ANTICIPATO) BEFORE “he. ACTION. 
TYTLA SAID, 


\ & SIMPLE. 
BE DIRECT. ,, 
BE CLEAR.” 

` BE VERY SIMPLE. 
MAKE А STATEMENT - 
aud FINISH IT- SWMPLY. 7 


AND 


| ИЕ ANTICIPATE the ACTION 
2 DO IT 


2 awd SHOW WEVE DONE IT. 


ANTICIPATION LEADS ON NATURALLY RIGHT INTO TAKES’ aud ACCENTS’ P d 
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TAKES AND ACCENTS 


А “TAKE IS AN ANTICIPATION OF AN ACCENT WHICH THEN SETTLES. 


a 2 
5% ANTICIPATE Š 5х 
ра / Wy т 
мое ТА 
- SEES SOMETHING Га \ а @ 
SURPRISING NŠ GOE ром — Совз “А0 SETTLES 


ТИЕ © Tae, BASIC PATTERN OF А CARTOON ‘TAKE. 


НЕВЕ FOLLOWS А BUNCH OF FORMULAS aud VARIATIONS ON HOLLYWOOD TAKES 
WORKED OUT IN The 14805 249 40®..... 
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SUT WHILE WE'RE AT IT, МЕ COULD STRENGTHEN OUR EASIC. TAME BY ADDING IN 
A SLIGHT UP ANTICIPATION OF the DOWN ANTICIPATION AS HE TAKES A CLOSER OK- 


A SHORT AGENT „4 


HARDER Look 7 
E: p 
AN AN ANTICIPATE ws 
PP & A < 8 
\ M Г. | ` 
Qz 3 
| — | \ 
| foi % 
N RSS 
Е S. Ды, ЫС шшш 


“the ANTICIPATION DOWN 


HERES A FORMULA FOR AN ORDINARY STRAIGHT UP au) DOWN TAKE (LAST I кет- И че.) 


(isis DISNEY- TYPE TIMING) 
| 8/2 и 
Í. 


° S ^H (6 Isle 
“= е ) ЕШ 3 БАР ТЫН 
“ © ә ә 
(í C y Ж 4 >) 
lá S / 
=A (TEV АА A^ 
1 з 8 567 8 8 10 а ИВ 
ااا لبا‎ — Xn 
DOWN ON THOS: UP Ом ONES @ DOWN ON TWOS 
SIMILARLY - ДА 
D “0 
= 
== бае 
@ cs 
(% H (3 } 
UNZ А / = 
ҒА / N 
DOWN а ONES 9 3 а IT 
f | 1 НН 
(бе) H UP ON ONES OWN сн тноб 
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Е У ; SE ; 16 ОМУ FELT 
WARNER SHORTS -TYPE TIMING- (users 8 AS HE ALREADY 

ЕМРОШЕ 14 
DOWN то 14. 


Hees the SAME THING ET 16 FANES = ) 6 AGAIN, Пе ACCENT 
С. 


E = 
SS is 
© A А d } 
! Lo 8910 !! 12134 
ovis TER ройы Ом ONES 
ЗИМЕ THING Feom The SIDE = 7 
i 
Y 
N 
„Зу ) 
ар” 
<N N 
Dow / Ed e дю nn Ii 
A LL 716 HH 


DOWN ON ONES 


SAME THING WITH The BODY-BUT ALL ONTWOS 
(CAKES ONE гост = 78 SEC.) 


WE САМ EXAGGERATE EVERY HINIG 
AS MUCH AS WE LIKE IN The DRAWING 
Bur THESE ARE STANDARD TIMINGS. 
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HERES А SIMILAR ONE- ` 
The CHARS ARE Ще SANE 
AQ The MOUSE -ALLON TWOR - 


AGAIN The ACCENT FQ 
(С FELT - LIKE AN ELECTRIC 
SHOCK 


СК 3:2 ITS ALREADY ON 
ITE WAY TO#IT 


mos | 


4 M 13 15 17 


[i 


THESE ARE SOLID WORKING FORMULAS - BUT WE CAN START BEING MORE INVENTIVE — 
LER ТАКЕ ONE THAT LASTS 
JUST OVERA FOOT (14 FRAMES 


KEEP Же EVES 
240 MOUTH 
CLOS 
i üNTIL THe 
(с) 
(8 
А 


lI [8 61719 
6 асар ON ONES 
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DOWN ON TWOS 


NOW LETS MAKE IT KIND OF A DOUBLE TAKE. 


POP the HEAD 
WELL KEEP the SAME CHARTS Вит DRAG Те HEAD SHAPE, EYES 
FROM SIPE TO SIDE 2) KEEP IT 'SQUASHED' за TH 
ON ITS WAY UP TO “и. Б окти 
149 
53 
> 
“ 18 15 ae 9 
к | 
DOWN CN TWOS GOWG UP ON ONES > aud BACK DOWN ON TWOS 


MAYBE ITS 
CLEARER 
SHOWING IT 
THIS WAY — 


MAKE © ~ 


| z | <д9 10 й 00171614 
4 PAVOURING T 17 
t #5 EXTREME id بللا اسا‎ 


WE SHOULDN'T WORRY ABOUT DISTORTED PRAWINGS OR IMAGES. 

LIVE ACTION HAS TERRIBLY DISTORTED FRAMES. 

BUT WE SHOULD REMEMBER WHAT The ORIGINAL YOLUME OF A CHARACTER IS- 

ANP NOT STRETCH md COMPRESS FORGETTING THIS VOLUME — SO THAT The CHEATER 
CHANGES OVERALL SIZE. 


MILT KAHL SAD, "| КЕР the SAME AMOUNT OF MEAT IN А TAKE ” 
Ват WE CAN 


PUSH IT AROUND 
НКЕ MAD - 


WE SHOULDN'T ВЕ AFRAID OF DISTORTION IN the INTERIOR OF AN ACTION - 

OUR DRAWINGS CE IMAGES MAY LOOK STRANGE, EUT WE REALLY ONLY SEE the SRT ead END FOSTIONS- 
WE FEL the DISTORTION WITHIN 202 THATE WHAT COUNTS. 

THERE IS WILD DISTORTION aud LEAN IN LIVE ACTION зад WE CAN GO FURTHER. — 


Фома DOWN 
INTO AN 
ANTICIPATION 


2 
Youb EXPECT 
THIS - ( TN 
Ө) 


BUT LER DELAY the STOMACH AREA 
FOR JUST 2. FRAMES OR 8 FRAMES OR 4 FRAMES - 


ВЕНУ "lie STOMACH GEES DOWN AFTER The HEAD 3d BODY HAYE 
STAYS Риг- с мне INTERNAL STRETCH SETTLED Пе ARMS COULD MOVE МО 
эд) COMPRESSION . A POSTION TO TAKE Ti: CURSE 


OFF the HOLD. 
“the HEAD COuLD GO UP AS The LECS GO DOWN 


WHICH IS AN ANTICIPATION OF AN ANTICIPATION = 


HEAD 
LEADS - 
ALL ELSE ANTE с. 
FOLLOWS #4 


THIS IS HOW TEX AVERY DID HIS WILD, CRAZY TAKES — EXTENDING CN А SERIES OF COMPOUND ACTIONS - 
DELAYING ВИЗ, OFTEN JUST 2 FRAMES APART — А SERIES OF ACTIONS =, CUMULATIVE RESULT: 
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ART BABRITT HAD A GREAT EIMBELLISHING DEVICE FOR The HANDS AT The END CFA TAKE ~ 
WHICH LOTS OF ANIMATORS. UTILISED- 

AFTER. ‘he TAKE, WHERE HES COMING BACK то NORMAL (ПЕ WE HAVE the TIME Foe Ir) 
HAVE The ARMS MAKE АМ ELARORATE FLURRY -ON CNES)-VERY FAST. 


f “a 
Jegere zes 44. meyo Mge 
NJ 


IN A CIRCLE AS LONG AS THEY 
R 


COUNTERING COUNTEI 
EACH OTHER - FACH OTHER . 


Тре. LEFT ARM DOES The SAME AS The RIGHT - BUT STARTS LATER aud COUNTERS IT: 


KIND OF Отняе, ARM 
CHAPLINESQUE. <. COMES UP 
зид KNOCKS 
“the HAT The 
OTHER WAY 
' - OR PUTS IT 
МЕР NEED BACK ON. 
А MINIMUM 
ОЕ |2. FRAMES HIS FEETCOULD 
FOR THIS STUFF - PEDAL IN The AIR - 
“ENDLESS VARIATIONS - 
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[rŠ А GCOD IDEA 70 LOOK FOR. AN EXTRA ‘BREAKDOWN’ 7 
LETS SAY А MAN SEES SOMETHING CUTRAGFOUS за YELLS “wHAAAAAar?!! 


== 
Looks P j END 
= өм, ar АЕ) Екен 


THIS WILL Po Ta JOB OK - Bur LETS LCOK FOR ANOTHER. BREAKDOWN - ANOTHER, 
POSITION “THAT WiLL. STRENGTHEN IT aud GIVE US MORE ‘CHANGE - MOEE VITALITY: 


ANTIC. 


E ай 


SO ИЕ LOOK FOR WHATEVER. САМ GIVE US MORE CHANGE OF SHAPE WITHIN Tie ACTION - 
LETS Pur ІМ ANOTHER. ONE. HAVE HIM LOOK АР BEFORE The. DOWN ANTICIPATION . 
AGAIN , ИЕ ANTICIPATE Таг, ANTICIPATION — 


uP- LOOKS CLOSER 
5 г 
me 
тет 


MAYBE WE'RE IN DANGER OF CYERANIMATING — OF GILbING The LILY HERE - BUT ITS 
ALWAYS WORTH SEEING | THERES ANOTHER MOMENTARY POSITION POSSIRLE TO 
CREATE MORE CONTRAST- MORE CHANGE WITHIN. (AKIN, THERES NOTHING LIKE ТЕПН ҮТ. 


#4 
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HAVING Too MUCH ANTICIPATION САМ BE CORNY SOMETIMES and CRAZY TAKES UNNECESSARY. 


JUST TO CONTRADICT ALL THIS WILD, ЦР DOWN зад AROUND ACTION, ONE OF Tie STRONGEST 
TAKER I'VE EVER SEEN WAS IN A FILM WITH BASIL RATHBONE AS е VILLAIN. 


HES SMACK IN-the MIDDLE OF the CINEMARQOPE SCREEN oud HES BENG СММ INFORMATION 
BY AN AIDE WHICH SHOCKS HIM, 


THERES LOTS OF ACTION BEHIND HIM зад AEOUND HIM WHICH COULD DEFLECT OR ATTENTION, 
YET HIS TAKE JUMPS RIGHT OUT AT You. HE HARDLY MOVES ANY DISTANCE AT ALL, YET 
You REALY ЗЕЕ Т! THERES NO ANTICIPATION DOWN xó NO STRETCHED ACCENT: PART 
OF THe REASON We SFE IT IS BECAUSE HIS HEAD IS FROZEN IN По MIDDLE OF the SCREEN- 
(Пе ‘SACRED’ спец. OVAL) HIS HEAD MAKES A SHORT, SHARP МОЕ UP THEN СДЗНОМ BACK A BIT 


Tie HEAD GOES ир T04 (e Accenr) IN е! 
“THEN CUSHIONS BACK Tol нд VIRTUAL HOLD. 


ТИЕ TAKE, THEN, © 8 FRAMES LONG WITH A 
CUSHION BACK. 


Yar 
7 2 з саг 
) the SPACING tS 
H 
дам LA 1 ё ИТ: 
10 


1 
50, IF WE DEFINEA TAKE AS A STEONG MOVEMENT ТО SHOW SURPRISE OR REACTION , 
HE'S SUCCEEDED WITHOUT HLL CUR ANIMATION. DEVICES, НОМИН USEFUL THEY ARE TO US, 
LIFE DOESN'T FOLLOW. CUR CONVENIENT ANIMATION FORMULAS. (JUST STUDY ANY LIVE ACTION) 


GETTING ACCENTS RIGHT WAS The THING THAT GAVE ME е. MOST TROUBLE IN ANIMATING. 
| REALLY HAD TO WORK AT IT — IF (T WAS A SOFT ACCENT WITH А HEAD OR A BODY -OR. 


HELD, 
LISTENIN Gos, 


A SHARR HARD 

ACCENT OF A HAND 

OR FINGER. 

- PLUS HOW LONG 

TO HOLD А + 6 ns 

HAND OUT THERE + 005 

TO READ? brms + Gris = | See. 
TRY To POINT 4 TMES IN А SECOND = 4 ACCENTS, "TEX AVERY SAYS по S FRAMES. YOU 
ITS Рвепу HARD To bo. + static HOLDS OF NEED A MINIMUM OF & FRAMES TO READ 
6 FRAMES EACH - AND HOW РО You GET FROM А HOLD. ТЕ STUFF WENT SO FAST 


ONE TO The OTHER? ANYWAY, МЕ FOUND THAT “THAT | GUESS IT WORKS AS ENOUGH OF 
YOU NEED AT LEAST. GC FRAMES ТО ФЕАБ ANY ACCENT. А PAUSE IN The. CONTEXT OF ALLTHAT SPEED. 
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FINALLY 1 CAUGHT ON- 4S USUAL, the SECRET IS KIND OF SIMPLE! ITS JUST 
GETTING The DIFFERENCE BETWEEN A HARD ACCENT aud A SOFT ACCENT 


A HARD ACCENT RECOLS — IT BOUNCES BACK- 
TRY әд POT REALLY HARD 


SPEEDING IN, A Б ЖА э YOUR FINGER, HAS TO 
= ые a, - BOUNCE БАСК, CRGO UP 
—— у = 2a = Оё. DOWN ОЁ. SHAE A BIT- 

ІТ WON'T STAY STATIC, 
29) А SOFT ACCENT KEEPS OW GOING. 
А тәй А IF WE Por MORE 


SPEEDING IN 
p = GENTLY ‘he HAND 
Б ии = TP WILL CUSHION AS 
IT SLOWS To A SOP 


WITH А HARD ACCENT — 
IF. WE BIT AN ANVIL WITH A STEEL HAMMER, -the ANVIL IS OBVIOUSLY NOT Ir ATED 
BY the HAMMER aud WHEN “the HAMMER COMES DOWN IT BOUNCES BACK 


NW Тиз BOUNCE BACK 
zA 2 east ы 
Ри SOUND IS 
m a LEER The HIT 
“ыу 


аі 
(5 WHERE WE GT Tie 50040 


ae, e uis ж i == > SLOWS то AHOLD) 
SANE WITH A HAMMER 
HITTING A NAIL — Пе. ACCENT IS NOT WHEN ‘he HAMMER CONTACTS u NAL. 


AGAIN, the SOUND 15 ОМ 
№». BOUNCE BACK 
- ONE FRAME AFTER 


> \ The CONTACT, 


No. МОТ EVEN THIS ONE. rŠ THIS ONE. 


А SOFT ACCENT WILL KEEP ON GOING - 


THINK OF AN ORCHESTRA / 
CONDUCTOR CONDUCTING 
WALTZ TEMPO - 


Zr FEEL Пе ACCENT 
ABOUT HERE 
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i FEL 
ACCENT 
А MAN POINTING | 2 š 1284 5 E 
НЕ FINGER j j HH. 
EMPHATICALLY- + | p 
048 7 G 
BOUNCINS BACK 


=“ се IO we eHow о 
A 
< GÀ » 


ә? 
ИЕ FEEL 
The ACCENT 


(APTHOUGH SOMETIMES А HARD ACTON SIRO АРТУ CR AS ABRUPY 48 ICAN.) он 


( А SOFT ACCENT CONTINUER ) GONG OUT FET 
— ACCENT 
ee 1234 5 Ф 
AGAIN, THINK OF j T 


CONDUCTING Mc 7 840 
A WALTz-— 


кез GOING 
— 


WE STILL SPEED INTO OUR ACCENT BUT he MOVEMENT CONTINUES . 


А KARATE FOOT, AFTER SNAPPING OUT, WIL BOUNCE BACK IN А HAD ACCENT. 


7 з 579 
AFTER. SPEEDING / THEN BOUNCES BACK 
Our INTO the # / 8 579 
“FELT ACCENT "| 
xa) we pean’ 79 
TAKE SOMEONE SHOOTING - DISPLACE the GUN FOR IMPACT 
POP tote 
3 
ж L—— 
di 7 € г 
BOUNCES BACK то 
WE СЕТ the. SOUND OF е SHOT AQ The GUY POPS BACK ORIGINAL POSITION 
И HOUT ANY INBETWEENS aud THEN SLOWS BACK TO NORMAL . 
о А 
B IMPACT 
| | BACK 
А SOFT AQQENT ACCENT COULD BE SOFT 
n EMED ОР.НАРО, 
“ib ВЕ HAPPY To- way сарташу ” "Ap THERE CUTE- 


} 17 25 ! l 14 


и 


г 
17 THOS إل‎ acc. | Вит USUALLY HEAD 

1857 13 15 19 2125 

1 4 | ( ACCENTS ARE УР 


Ж HIH 8 Ins ИР 
ват ЕН. ж 


ACCENT BOUNCE BACK 
< ف‎ 
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SEE ‘DIALOGUE! 


TIMING, STAGGERS, WAVE AND WHIP 


WE HAVE The ART THAT CAN PLAY MOST FREELY WITH TIME. 


WE DONT HAVE ТО USE NORMAL TIME. WE CAN EITHER GO TCO FAST-To GET SPASTIC 
HUMOUR ad FRANTIC ACTIVITY- OR GO TOO SLOW зид GET BEAUTY wd DIGNITY. 


YEARS AGO A SCIENTIST FRIEND CF MINE SHOWED МЕ FILM НЕ MADE AROUND The 
WORLD OF MEN эи) ANIMALS — NONE OF IT SHOT AT NORMAL SPEED. IT WAS ALL 
INTENTIONALLY FILMED TOO FAST OR TOO SLOW. НЕ HAD ELEPHANTS RUNNING 
LIKE MICE гид VICE VERSA, PEOPLE IN RELIGIOUS RITUALS RACING AROUND AS IF 
PLAYING TAG, PEOPLE KISSING IN SLOW MOTION, ЕТС. AFTER AN HOUR OF THIS 
YOUR MIND TURNED INSIDE OUT— GIVING A KIND OF GODS EVE VIEW OF LIFE 
ond ACTION. 

THERE WAS A SHOT OF А TRAMP ON A PARK BENCH PUTTING A MATCHRTICK IN HIS EAR 
IT WAS FILMED SLIGHTLY IN SLOW MOTION, SO OR 32 FRAMES A SECOND. AS HE 
F(DDLED WITH The MATCHSTICK You SAW LITTLE RIPPLING MUSCLES OF PLEASURE 


SPREAD ACROSS HIS FACE WHICH YOU WOULD NEVER. SEE AT NORMAL SPEED. 
STRANGE , BUT COMPULSIVE VIEWING. 


SINCE THEN I'VE ALWAYS TRIED To AVOID NORMAL TIMING, 1 ALWAYS TRY то GO 
JUST A LITTLE TCO FAST гид THEN SWITCH To GOING JUST A LITTLE То SLOW — 
COMBINE IT. GO FOR the CHANGE, The CONTRAST. The SLOW AGAINST The FAST. 
KEEP SWITCHING BACK wd FORTH. ITS HARD To DETECT But MAKES COMPULSIVE VIEWING. 


_STAGGER TIMINGS 


THERE ARE SEVERAL WAYS То STAGGER DRAWINGS BACK ond FORTH To CAUSE THINGS 
TO SHAKE OR VIBRATE, TO MAKE HANDS TREMBLE OR HELP WITH LAUGHING OR CRYING. 


WE MAKE A SERIES OF DRAWINGS OF NORMAL ACTION and INTERLEAVE THEM 
BACK wd FORTH IN DIFFERENT WAYS TO MAKE THEM SHUDDER тид SHAKE. 
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THE SIMPLERT FORM OF SIGGER. VIBRATION ($ THIS = 
SAY ИЕ WANT 


A LEAF ON ATREE В / ? 
To FLUTTER 
IN The WIND... 


128250789 
#1 oud #9 ARE he 2. EXTREMES 2и) WE JUST МАКЕ 7 EQUAL IN BETWEEN 
Ж 
THEN WHEN WE МЕЖЕ — - ИЕ SKIP ONE aud GO —— ORSKP L 
IT ON OUR X- SHEETS -2- FORWARD зад THEN -%- AROUND —— 
INSTEAD OF The USUAL = COME RACK eb.— 27 FORA MOBE -E 
= = vount -2- 
21 5 ЕРРЕСТ —— 
= = E = 
9 MS ЕСІН 
5 
I — 3 
AND WERE NOT LIMITED -4- Идете, Aso = Bie 
TO JUST THAT, FOR WARAY —2— г та = 
HOLD SOME FOR 2 ORF = омо OE + 
FRAMES зад OTHERS ОРО E = 
ITS AN ERRATIC ЕХЕОХЧИРЕ Е — -3- ; 
IT DEPENDS HOW VIOLENT Æ = ANY COMBINATION CAN WORK. 
We WANT IT ТО ВЕ. -2- = THIS 16 the PRINCIPLE 
а = OF STAGGERED EXPOSURE 
= a -3 
во тв 
7- 


ANOTHER WAy- i 
TAKE A DIVING BOARD VIBRATING AFTER The DIVERS LEFT IT — 


Ме маке 4 WIT | 


77 OF COURSE WECAN MAKE 
2 MORE FLEXIBLE PASSING 
£ 16 POSITIONS WITHIN The Е 
= 9 = EXTREMES 
E 4 
WITH EVEN IBTWAS 14 BUTIT D 
/ 5 4 5 WILL WORK WELL с 
TN у Е EITHER Way. 
ыа IS 17 Tz 
на T 
| 7/ THESE ARE The VIBRATIONS MOST 
в - 
нЕ SURPRISING HOW м UCH You 75 Е FOP LACKOF 


CAN REP Ра 3 А NAME | CALL IT "he UP od DOWN ^ 
MD MAN r LOWS Tb A NOR -2- OR "BACK за FORTH’ VIBRATION. 
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THIS CAN BE USED FOR LAUGHTER OR CRYING: OR SHIVERING WITH COLD: 


Oe a 89 


Probus SHOULDERS sas seus 
a ایا‎ НА bir pie ARÉ 
pour са 22 KNEES FAR APART 
prd АУ yet IN Ta. ACTION. 


THE ONLY PROBLEM WITH THIS METHOD IS THAT IT TENDS TO ВЕ A BIT MECHANICAL — 
WE COULD BREAK IT ИР BY DOING MORE INTERESTING PASSING POSITIONS WITHIN IT. 


Bur Те. REALY GREAT METHOD IS the ONE DEVELOPED BY NORMAN FERGUSON AT DISNEYS, 
KEN HARRIS SHOWED IT TO ME aud KEN GOT IT FROM SHAMUS CULHANE WHO GOT IT FROM 


FERGUSON. FOR LACK OF A NAME, IM CALLING IT 


( Ме SIDE To SIDE VIBRATION FORMULA ) 


SAY WE WANTED HAVE 
A HEAD WOBBLE FROM 


SIDE To SIDE - 2-4 
1 17 3 
WE MAKE A SERIES p ЗА” 
OF DRAWINGS FROM 4 
Г do SAY, 32 - ZA 
5 
БА 
ра 
6A 
THEN WE MAKE A CAREFUL > 
AND Wë GET TRACING cF” | 20 #33 ЗА 
А SIbE TO SIbE JUST SUGHTLY OFFSET- 5. 
WOBBLE BY w НЕЩА New SERIES = ^ 
име: 2. 5 1 ГА TO З2А 
jen du GONG UP The OTHER SIDE. се. 
PATTERNS 
ACTOR [KTEELEAVING TWO SERIES OF DRAWINGS 
INTERLEAVED- GIVES US ALL KINDS OF POSSIBILITIES 


FOR VIBRATING ACTION. 


29 


о 


HANDS. WITH 
The PALSY- 


7 з 47 a 


KEN HARRIS ANIMATED А SCENE WHERE The CHARACTER HAD AN "EARTHQUAKE" VIBRATION 
GOING UP HS BODY FROM HIS TOES, ТО HIS LEGS, wd HIS BACK. USING THIS SYSTEM 
IT WORKS LIKE THIS- 


9 9А Ж 
f 
f 
1А 
SERIES IN TERLEAVED 
129 WITH SERIES WORKS 
IA to ФА реа 
` ОЁ. 
ONES 


SAY WE WANT 
AN АЕМ 


2 


5 

RAISING Ç 

IN TRIUMPH 4 pu 

OR. IN RAGE, iz 
VIBRATING = 


ASIT 
GOES UR- D 


(AND OF COURSE WE CAN ВЕ MORE INVENTIVE WITH OVE PASSING POSITIONS >) BREAKDOWNS WITHIN ксн) 


SERIES А 
еа 
SO, BASICALLY IT JUST TWO SERIES OF DRAWINGS DONE SEPARATELY nd INTERLEAVED WITH 


EACH OTHER — GIVING ENDLESS POSSIBILITIES OF WOBBLE , JUDDEES, QUIERS wò SHAKES. 
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.( WHIP ACTION ) 


“the: HAND ON G IS 
GONG BACK UP -ORDON 


Ганк 1 FRAME Ари 
< HERE BEFORE the FRAMES 
LATER 


1M РАСТ TO CARRY 


SNAP ONLY FOR ONE FRAME 
PLACE The SOUND ONE FRAME 


APTER Те SNAR 


( WAYE ACTION ) 


SAME KIND OF THING AS the WHIP Вит WITHOUT The SNAP ACQENT. 


KEN HARRIS. USED THIS EXAMPLE: 
А MAN SWINGING ON A ROPE- 


GOING OVER 
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НЕРЕС the WHIP ACTION APPLIED TO A WOMAN BATTING HER EYES = (EXAGGERATED) 


5& C49 АЗ 


HELPING US OUT ON The. LAST 2 MONTHS CF А CHRISTMAS CAROL, ABE LEVITON ANIMATED A WONDERFUL. 
LITTLE LAUGH ON TINY TIM. AT DINNER ABE ги) | WERE DEMOLISHING The WINE avd | PATILED 
ON ABOUT HIS WORK зад The GREAT LAUGH HED JUST DONE. ABE SAID WELL jh AWFULLY GLAD 
THAT YEARS AGO KEN HARIS SHOWED ME THAT WHIP PRINCIPLE AS A PATTERN FOE A LAUGH. 
“WHAT? SHOW ME, SHOW ME! We STUMBLED BACK To The STUDIO avd ABE SCHIBELED SOMETHING 


LIKE THIS : 


QE LY ree 
(чүй 


“инат? 1 ВИЕВЬЕР, 1 DONT GET IT. 
` COME ON, DICK, ITS A WHIP PATTERN . 


-LCOK, LIKE THIS...” Ж ` 
k 


` THATS WHAT YOU DID ON TINY TIM?“ 
` D 
YEAH, YOU KNOW, The WHIP ACTION - LIKE THIS.” 


ARES LAUGH IS ON The NEXT PAGE md IM INCLUDING IT TO SHOW JUST HOW SUBTLY 
THESE BASIC THINGS САН BE USED. The SHOULDERS GO UP эид DOWN WITHIN The- 
LAUGH “ид YOU CAN JUST ABOUT SEE The WHIP PATTERN UNDERLYING the ACTION , 
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DIALOGUE 


IMAGINE A HANDSOME MAN TALKING ТО A BEAUTIFUL WOMAN «à THIS IQ WHAT НЕ SAYS: 


= Je je /е [€ 
дала 


\ ^ 
IT LOOKS LIKE HE'S SAYING, | LOVE YOU,” DOESNT т? 
HES NOT. HES SAYING, “ELEPHANT JUICE” 


(W 11 YEAR OLD DAUGHTER BROUGHT THIS HOME FROM SCHOOL.) 

TRY IT. IT ILLUSTRATES the POINT THAT WE DONT HAVE STANDARDISED MOUTH SHAPES 
FOR EVERY CONSONANT 242 VOWEL- WERE ALL DIFFERENT. Que MOUTHS ARE AL DIFFERENT 
wwe) WE USE THEM DIFFERENTLY. THERES NO SET WAY TO FORM INDIVIDUAL LETTERS aud 
VOWELS. The ACTOR „Ли CARREY, MOVES HIS MOUTH DIFFERENTLY THAN The ENGLISH QUEEN. 
OF COURSE ALL CUR MOUTHS OPEN FOR The YOWELS A,E, |, 0,U.( AY, EE, EYE, OH , YOO. 

AND THEY CLOSE FOR The CONSONANTS E,M,P, F, T, V. ( ZEE, EM, PEE, EFF, TEE элд VEE‘) 
AND Ше TONGUE IS UP BEHIND The TEETH FOR N,D,L,TH xà T (THOUGH we DOIT ALMIR SEE I. 


But A Lor OF the POSITIONS IN REAL LIFE ARE AMRINALENT д INDIVIDUAL. , 
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HOW NOT ТО DO LIP SYNC: 


/ HAD AN ENTHUSIASTIC O14 GRADE TEACHER. WITHA WIDE MOUTH 
FULL OF VERY LARGE TEETH SET OFF BY BRIGHT RED LIPSTICK. 


EVERY MORNING SHE HAD US ALL STAND UP and VERY SLOWLY 
ЕЕ - NUNN- ЗЕЕ - АУТЕН : 


\ 

"MOO VAH BULL 112555355, 

MOO УАН BULL 2488988, 

ARR ТИН VEHREE EEH&SST LIPSES , 
TOO TAWK АМММР SSSING W/THTHTH.” 


FOLLOWED Ву- 


` асоор монг? ммм Too Yooo, 
сосор MOHRENNING Teo Yooo- 
WEER OLL INN OWRR PLAYYSEZZ 
WITH SSUNNSHEYENEE FAYSSEZZ. 
OHHH, THISSS |ZZ THUH WAYEE 
TCO STAHRRT AHH NEEYOO PAYEE.” 


SOMETIMES SHED HAVE US SIT and SAY “Р (рин) FOR А MINUTE 5 > 
3 


942 | KIND OF ENJOYED HEARING The LITTLE EXPLOSIONS OF AIR. 
PEOPLE DONT TALK LIKE тнв! 


WE SMUDGE FROM ONE WORD SHAPE То The OTHER. 
The ANIMATORS CALLED IT 


( PHRASING. ) 


LIKE IN MUSIC - YOu SMUDGE OVER А FART COMPLEX PASSAGE HITTING JUST и MAIN 
THINGS — YOU DONT HAVE TO MACHINE GUN EVERY NOTE EQUALLY -YOU BLUR OVER IT. 


WHEN WE SPEAK WE PONT ARR TICK YOO LATEH EVERY LITTLE SIL AH BULL 
Aud LETTER end POP. Some PEOPLE HARDLY MOVE THEIR LIPS WHEN THEY TALK. 
The, THING IS TO THINK OF The WORDS, WORD SHAPES »« PHRASES -NOT OF LETTERS. 


OUR MOUTHS ARE ALL DIFFERENT. 


MOST PEOPLE HAVE EITHER Tu ТОР The ЕОТТОМ TEETH ARE 
TEETH VISIELE MOST OF The TIME- FEATURED MOST OF The TIME. 


2 ~ 
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~The MOST FUN IVE HAD WITH LIP SYNC SO FAR WAQ WITH VINCENT PRICES VOICE - 
BECAUSE НЕ HAD SUCH A MOBILE FACE, MOUTH , JAWS гид THROAT: 
FROM The SIDE HE LOOKED AS YOUD EXPECT, BUT WHEN НЕ TURNED ТО The FRONT НЕ LCOKED LIKE ^ FISH, 


(А 


HELLO RICHARD - 
I'M A FRIENDLY 


VINCENT& DENTIST TOLD HIM HE ( 

HAD А GIANT VOICE ВОХ- WHICH 

GAVE HIM THAT AWFULLY RICH 

THEATRICAL VOICE. 

BUT ‘the. GREAT THING WAS THAT 

HIS FACE WAS SO ELASTIC THAT 

FOR A SECOND CE THO , the TOP НА 
TEETH WOULD FEATURE | те 


AND BECAUSE HE SPREAD OUT HIS DIALOGUE 

YOU HAD The TIME TO ARTICULATE ALL The POPS, CRACKLES, SLOW VOWELS aid CONSONANTS 
(ke BEING BACK IN GRADE SIK) YOU COULD OVERANIMATE IT and IT STILL LOOKED NATURAL. 
MOSTLY WE HAVE TO HOLD DOWN OUR MOUTH ACTION , UNLESS WERE SHOUTING OR SINGING. 


The IMPORTANT CONSONANTS ABE The CLOSED MOUTH ONES - 


@ Ф C ,0 ,© 
4 Z 
<< 


IN ORDER То READ THESE POSITIONS WE NEED AT LEAST TNO FRAMES. ONE ISNT ENOUGH. 
(йе WE DONT MAKE THESE POSITIONS “the VOWEL THAT FOLLOWS WILL BE V/T/ATED.) 
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FOR. GOOD. CRISP DIALOGUE WE SHOULD POP INTO OUR VOWELS- (NO INBETWEENS ) 


DON'T CUSHION INTO IT. CUSHION BACK AFTER The ACCENT. HIT IT BIG, THEN SOFTEN IT. 
HIT The DIALOGUE АСОЕМТ- ie. “В ANG!” 


TIT 


(ФЕ) WE COULD CUSHION A BIT AT he BOTTOM OF the POP- and HAVEA SMALL POP То Tie NG” 


CEQUOC 


TAKE the WORD "ER YS BOLL” WITH TWO VOWELS = HiT The FIRST VOWEL HARDER ТІГУЛІ 


А сыа 


в 
то с +o 
CUSHIONING ка EACK ИВА 


AGAIN, IF SOMEONE SAYS А BROAD VOWEL LIKE HEY! “OR мои! < 
DON'T EASE INTO The VOWEL FROM The "w ^ WITH SEVERAL DRAWINGS. 


SE = VERY MUSHY зид SOFT 
(E AMONG ANIMATORS 
(E, ок, BUT JIS ALL 


вт T goer! 
LOSE пещери POSITIONS. SMACK 2” INTO IT Це, GET MUCH МОРЕ VITALITY. 


gw 
2u) DONT FORSET 
COMPRESS То DISTEND йе, 
FACE - STRETCH IT. 


А PREVALENT FAULT IN DIALOGUE 15 THAT the BOTTOM OF The FACE РО Г STRETCH wd COMPRESS ENOUGH, 
WHICH MAKES OUR ANIMATION STIFF зад STILTED. 
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Же key) KEY) To LIP SYNC IS GETTING Ще FEELING OF the WORD әд NOT ‘The INDIVIDUAL LETTERS 
“The IDEA 18 NOT TO BE ТОО ACTIVE - GET The SHAPE OF Не WORD за MAKE SUBE WE SEE ПС 
SELECT WHATS IMPORTANT аи) AVOID FLAPPING the MOUTH ABOUND ANIMATING EVERY LITTLE THING. 


ACTORS FITTING DIALOGUE OVER FOREIGN FILMS HIT ONLY The ACCENTS ж) GLOSS OR the MIDDLE ВИЕ 
“ТИЕУ MATCH Tue FIRST VOWEL AT The START OF The SENTENCE хо) The LAST ACCENT CF The SENTENCE- 
240 WHATS IN BETWEEN WILL WORK (oRTEND To WORK.) 


THINK OF IT THIS WAY : 


TAKE the Wopp FOE TUNE - тати 
DONT s- = IT TWICE, 
NT DO THI es DONT OPEN 
TUNE 
Do Mg: 
JUST USE 2 POSITIONS. су 
Go FROM ONE 
7 the OTHER - BOIL IT DOWN SO IIS SIMPLE. 
FOR 

LETS TAKE "HELO 7 4 < Ox 


> C | 
саме tHNG- KC HE Вр L р: О + DONT OPEN IT WC 


2“ 9“ 
GO STRAIGHT РЕОМ 


g- HE + O. 
ONE To Tke OME - "E 5 AN 
J м 


WE CANT ВЕ LITERAL IN READING Que SOUND TRACK. 
"MEMORY" IS NOT 2 OPENS - IR ONE 


ITS Nor: 
9 0 
OBN ORN | 
MEM ОН REE 3 Me DANT 
UNLESS THEY'RE SINGING РРР ре ИМАТЕ 
F MEM- OH- BEES F aad 
is "MEM-REE" EC ОЛЕГ. 
ойм 


Ib НАЛЫ еу EN ROUTE To РЕЕ” 
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КЪМЕМВЕР. “The UPPER “TEETH ARE ANCHORED To The SKULL ма Do NOT ANIMATE 200 The 
“LOWER JAWS ACTION (€ MOSTLY UP зад DOWN — WITH The LIPS wô TONGUE FORMING The SOUNDS. 


CH NK Q s 
WE 2 e. 
is j 33 s j 


A RULE: NEVER INBETWEEN The TONGUE IN SPEECH. OUR TONGUES WORK SO FAST, THAT If 
JUST UP OR JUST DOWN — NEVER SEEN EN ROUTE (OF course IT PUES.) 


во ISNT THREA SAYIIG - 
S The TONGUE WEIGHS 
NOTHING — 
Yer SO FEW OF US 
CAN HOLD IT - ? 
мем 
цнен! E ыы он ве NEXT FRAME 


The TONGUE IS HOOKED ON The BACK OF ие LOWER JAW зад IS NOT FLOATING AROUND IN LIMBO 
OR STUCK IN the THROAT. ALSO THE JAWS мд TEETH ARENT RUBRER . BE CONSISTENT ABOUT TEETH. 


HOWEVER, THERES SOME AWFULLY FUNNY STUFF SANG DONE THESE DAYS WHERE THEY JUST SAY, 
* HELL, ME A CARTOON - LES HAVE IT BE А CARICON.” AND THEY TREAT The TEETH AS RUBBER 


2i POP нен ifs Кел 


те. 9 ЦД nis тив 9х 
AS - 
ВИТ NOT WHAT 
NEZAN Аал 


ANOTHER RULE: WE SAID WE NEED Ar LEAST 2 FRAMES то READ IMPORTANT CONSONANTS - 
LIKE М, B, РЕ V oP T (ae rw) IF WE DONT, The VIEWER WONT SEE IT. 


16 ON the SOUND SO ИЕ STEAL 
READING WEONLY ІТ FROM the 
HAVE ONE FRAME PRECEEDING 
INDICATED FOE. SOUND ... BECAUSE 
AN M^ SOUND- — y GNE IT ANOTHER—p. WENEED 
EXTRA FRAME To Hit the 
= ITS NOT ENOUGH. IN FRONT OF IT INCOMING: 
TO REGISTER- 4 У "VOWEL 


-NEVER AFTER... ON The NOSE. 
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кт 
PICTURE 0 SOUND SYNC, 


THE BRINGS LIS TO the THORNY PROBLEM OF: Do WE ANIMATE LEVEL SYNC OR ANIMATE The 
PICTURE ONE FEAME AHEAD OF the SOUND MODULATION OR TWO FRAME AHEAD OF {ш SOUND, oP WHAT? 


ANSWER: WORK LEVEL. о 
ЕЕ 
L 


ШЫ 


4— PUT OUR. M DRAWINGS PG xd 7 
«— RIGHT ON The MA SOUND. 


OR) IF WERE ON WOR = 
dud IT WORKS OUT THAT WAY = 5 П 


= 
= =з 
(0) , 
WORK ONE FRAME AHEAD, а COUR M DRAWING #5 
ONE FRAME AHEAD OF The M^ SOUND 
= 


4— / yd #7 Y DRAWING | FRAME 
DE AHEAD OF Tu Y'SOUND eb. 


THERE 15 А CRUDE RULE OF THUMB THAT IT LOOKS BETTER WITH tue PICTURE LEADING Tu, SOUND 
BY 2 FRAMES. BECAUSE OF THIS, A DISEASE SPRANG UP WHERE SOME EDIORS SET ИР 
Ти TYRANNY THAT ANIMATORS MUST ANIMATE EVERYTHING 2 FRAMES AHEAD OF the, SOUND 
SO THEY COULD JUST PLOP IN The RESULT wd GO HOME. 


WRONG. THERE ISNT JUST ONE RULE. SOMETIMES LEVEL SYNC WORKS BEST- SOMETIMER IR 
BETTER WITH the PICTURE ONE FRAME ADVANCED, OFTEN IT IS BETTER 2 FRAMES AHEAD (HENCE 
The DISEASE) уд SOMETIMES [R BETTER WITH ve PICTURE EVEN 3 FRAMES AHEAD OF The SOUND. 


Пе YOU ALWAYS ANSWER, ened 
Ire 2 FRAMES AHEAD” шене ме 


YOU GET A CRAZY SITUATION <— M! DRAWING WHY? 
WHERE YOURE THINKING SIDEWAYS — ner 
4- ЕТС. 


CONCLUSION: 


THERE IS ONE REAL SYNC aud THAT IS LEVEL. RIGHT ON The MODULATION 13 (00% PERFECT, LOGICALLY. 
IT JUST DEPENDS WHAT LOOKS BEST WHEN WE PLAY WITH IT. SO WE EXPoRE RIGHT ON The NOSE 
OR ONE FRAME AHEAD — IF ITS CONVENIENT — NEVER LATE, 


THEN WE САМ RUN OUR TESTS AT LEVEL SYNC, THEN ADVANCE The PICTURE ONE OR TWO OR THREE 
FRAMES — DEPENDING ON WHAT LOOKS RIGHT TO US. WE LEARN THINGS THIS WAY. 
IT ALL DEPENDS ON The CHARACTER ond) TYPE OF VOICE wd HOW WE'VE DONE The JOB. 
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“The OLD MASTERS PUT SHARP PHYSICAL ACTIONS зад HEAD MOVES 3 OR + FRAMES AHEAD 
OF The MODULATION — THEN PUT Tue MOUTH ACTION ON The NOSE - (IN A MANNER OF SPRANG.) 


THEY GETUP THERE (oe DOWN THERE) FOR The- ACCENT 3 oe 4 FRAMES EARLY—THEN The MOUTH OPENS ON ha SOUND. 


PUT'SIMPLY- | 4 "a, N 
Q 5 I TMS DEVICE GNE 
* ^ Пон А BEAUTIFUL 
о 9 RESULT. 
UCH BETTER, 
се e THAN HITTING IT 
ALL ATONCE 
135 ? 78 Фи ACCENT POP OPEN 
4—1 ы--ы х ON MODULATION 
MOST OF the TIME The HEAD ACCENT IS UP. N 


© ANTICIPATE DOWN 
THEN HEAD ACCENTS UP 
8 THEN LIPS ON The VOWEL (Ino USUALLY A VOWEL Tar weleg Итті.) 
МЕ CAN DO IT IN REVERSE, BUT MOSTLY ITS STRONGER GOING UP. (BUT DOWN IS FINE, Too.) 


ANYWAY, THERE IS ALWAYS AN ACCENT — UNLESS ТО AN UTTERLY BORING PERSON SPEAKING. 
” В 
TE: “WELL AT LAST Youke HOME! “= 8 косат 
+ + + 


VOWEL VOWEL YOWEL 


HIT ONLY The VOWELS WHICH ARE IMPORTANT. GLOSS OVER Thu OTHERS. 
WE HIT CERTAIN ACCENTS WHEN SPEAKING aud WE SLUR OVER The REST. 


“WELL, AT LAST YOURE HOME! " 
^ BIG ACCENT 
WELL, AT LAST Youre HOME!” 


SML 
Шығ Ат 


JUST Hir the MAIN ACCENTS. SELECT WHATS IMPORTANT- WHETHER ITS A SOFT ор. HARD ACCENT: 


nagp seent: МО!" Ge Down (Ge ur) зад You BOUNCE BACK. 
Sor Ает: `/ О©Ооо... GO DOWN (оға) за CONTINUE. 
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ERES AN EXAMPLE OF BODY ACTON PREDOMINATING: 
ES SAYING, “ILL SLIP INTO SOMETHING COOLER.” 


‚бат 


SHE DOES IT WITH HER SHOULDER. 
© ЦР AS SHE TURNS TOWARD US , ANTICIPATES DOWN 
22 GOES UP FAST FOR The МАМ ACCENT СН COOLER- 
ALSO AT, Ле SAME TIME HER HEAD ACCENT GOES DONN 
ON The CO: THE ONLY MOUTH ACCENT ALSO Оте со” 
SHOULDER UP, HEAD DOWN, MOUTH EXAGGERATED — 
ALL To HIT The ONLY ACCENT IN The SENTENCE. 


HERE AE the MAIN EXTREME: KASD GD ъд G5) вите SOY. 


$ WORKS FINE, BUT WOULD HAVE BEEN EVEN BETTER IF The HEAD xu) 
5 SHOULDER ACCENT HAD COME 3 се4- FRAMES AHEAD of the! ОО MODULATION. 
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ACTION DIAL 


© TUENS \ та / 
N t 2 
\ Пепа виц 
u [1-111 
HEAD [< 
ANTIC. DOWN X 7 
а 


2: HEAP GONG DO 


OUDER 
ES UP 


V AGIT XI 


HEAD 


SHOULDER | 


DONN | 


ЧР. 


( ATTITUDE ) 


MAKE the POINT OF the SHOT CLEAR WITH BODY ACTION FIRST. The ВОРҮ ATTITUDE SHOULD 
ECHO The FACIAL ATTITUDE. ITS ALL ONE. The EXPRESSION OF the BODY wd FACE IS 
MORE IMPORTANT THAN The MOVEMENT: 


(Е ИЕ GET The BODY wd HEAD IN The RIGHT ATrITUDE WE CAN ALMOST GO WITHOUT The MOUTHS. 

“The MOUTH ACTION CAN GO ON LAST — THEY CAN BE The LAST THING TO WORK ON. 

KEN HARRIS SAID HE LEARNED Пе MOST ABOUT LIP SYNC WHEN HE HAD ТО ANIMATE А MARTIAN CHARACTER 
WHO HAD NO MOUTH. THIS MEANT HE HAD TO GET the HEAD ACCENTR RIGHT TO MAKE IT CONVINCING, 

IN PLANNING WE SHOULD MAKE SURE WE DONT HAVE TOO MUCH GOING ON. HOW MANY PORES FOR 
THIS SENTENCE - FOR THIS THOUGHT? ACT (TOUT ад BOIL IT DONN SO ПС SIMPLE 74 KEEP IT SIMPLE. 
We CAN ОМУ PUT OVER ONE THING ATATIME. JUST AS WE САМОМУ SAY ONE WORD АГАТМЕ, WE 
CAN ONLY PROJECT СМЕ GESTURE AT A TIME. The WHOLE PORE SHOULD WORK TOWARD THATONE THING. 


(he SECRET ) 
ONE EVENING IN ffe. EARLY TOS | WAS TALKING To MILT KAHL ABOUT The SUPERB MOUTH 
SHAPES HE ALWAYS GOT IN HIS ANIMATION. HE SAID," WATCH SINGERS FOR MOUTH SHAPES. 
| ASKED, "IS THERE ANY REAL SECRET To LIP SYNC?” 


He Licup, " You WANT the SECRET? ILL TEL YOU The SECRET! You KNOW THAT JIM HENSON 
WITH HIS FROG MUPPET? WELL, HES A GENIUS! HE UNDERSTANDS SOMETHING TWAT PUPPETEERS 
NEVER DID BEFORE, HERE HES JUST GOT A SOCK OVER HIS HAND aud THOUGH HE CAN NEVER, 
MATCH The SOUND EXACTLY, HE DOES А FAR BETTER JOB THAN MOST OF US AN/MATORS WITH ALL. 
OUR TECHNICAL RESOURCES. YOU WATCH WHAT HE'S DOING! HES PROGRESSING The ACTON. 
HES GONG SOMEWHERE WITH THAT FROG WHEN HES TALKING. 


"I. LEARNED THIS BACK ON SONG СР Hie SOUTH WHEN | HAD the. FOX SAYING TO Tle RABBIT, 
“IM GOING TA ROAST YUH, ETe, ETC. | HARDLY MOVED the MOUTH AT ALL. HE WAS SPEAKING 
THROUGH HIS TEETH WHEN HE PUSHED FORWARD TOWARDS “the RABE IT. HE PROGRESSED TOWARIS 
The RABBIT! | PROGRESSED IT AS НЕ SPOKE м THAR The SECRET. GO. SOMEWHERE, 
ANYWHERE, AS YOU SPEAK. 
WHEN (GOT BACK TO ENGLAND | RUSHED IN TO KEN HARRIS >u) JUMPED UP әд DOWN, , 
lve GOT Тие SECRET! The SECRET CF LIP SYNC! MILT KAHL TOLD ME Tue SECRET! 
КЕМ LOOKED UP QUIZZICALLY. 

и и 
he Secret!” | BURBLED, THE SECRET IS їо PROGRESS Пи ACTION AS You РЕ! 
KENS EVES ROLLED HEAVENWARD. ` WHAT DO YOU THINK VE BEEN TRYING то TELL YA? ” 
WELL, The PENNY DROPPED (FINALLY) ANID | NEVER. LOOKED BACK. THATS IT: 
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ACTING 


IN a, 4305 SOMEBODY ASKED LOUIS ARMSTRONG, “WHAT IS SWING?” LOUIS АСНЕР, 
"MAN, IF YOU HAVE TO ASK, YOU'LL NEVER KNOW. " 


BUT WE ALL KNOW ABOUT ACTING! WE DO ITALL DAY. WE'RE ACTING DIFFERENT PARTS 
ALL The TIME, THERE AZE SEVERAL OF US IN HERE. 


DO You ACT he NAME WAY WITH YOUR WIFE/HUSBAND/ LOVER AS WHEN A TRAFFIC. СОР 
PULLS YOU OVER? OR WITH The BANK MANAGER? OR WITH YOUR CHILDREN? WITH _ 
YOUR BOSS 2 WITH CO-WORKERS ? FRIEND? WITH YOUR SUBORDINATES ? YOUR ENEMIES? 


WE'RE ACTING ROLES ALL The TIME DEPENDANT ON the SITUATION WERE IN avd WE KNOW IT 
WE TROT OUT the PERSONALITY APPROPRIATE TO WHATS REQUIRED IN OUR SITUATION. 


THERES: The AUTHORITARIAN 
The CHILD 
the STUDENT 
The RESPONSIBLE ADULT 
The LOVER 
The FRIEND 
The CLOWN 
Те EMPATHETIC, KINDLY PERSON 
The HUNTER 
The POWER- CRAZY MANIAC. efe. 


The THING IS TO BE AWARE OF IT dud USE IT TO EXPRESS THINGS-TO DEVELOP 
the ABILITY TO PROJECT IT THROUGH OUR DRAWINGS OR INVENTED IMAGES BY 
GETTING INTO The CHARACTER WE'RE DEPICTING, IN The SITUATION THEY RE IN 
KNOWING WHAT IT IG THEY WANT— зад WHY THEY WANT IT — THATS ACTING. 
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И 


WE WANT TO PUT SOMETHING OVER CLEARLY THROUGH А PARTICULAR. CHARACTER — 
CLEAR. DEPICTIONS OF WHATS GOING ON WITH The CHARACTER- 


DO ОЩЕ THING AT A TIME 240 BE CRYSTAL CLEAR. 


IF WE START WITH THAT, THEN WE CAN DEEPEN OUR PERFORMANCE AS MUCH 
AS WE ARE CAPABLE CF. 


WE CERTAINLY ALL KNOW The BASIC EMOTIONS. 
AND WE ALL KNOW ABOUT FEAR. 


LOVE 
wd The NEED TO SLEEP. 
KNOWING THESE, ITS JUST ABOUT HOW DIFFERENT PEOPLE HANDLE THEM. 
So ITS Just A QUESTION OF WIDENING OUR RANGE TO ACCOMMODATE MORE 
ROLES - WHICH WE DO NATURALLY ЕУ OBSERVATION эмд EXPERIENCE - 
(ABD y 


AVING 249 DEVELOPING The ABILITY To PROJECT IT INTO The CHARACTER 
WE'RE WORKING ON. 


MILT KAHL ALWAYS SAID, `! THINK YOU JUST РО ис IF YOU HAVE A PROBLEM 
You HAVE TO PUT IT OVER. GOT TO HAVE А THOROUGH UNDERSTANDING OF WHAT 


YOU'RE AFTER. AND IF You KNOW WHAT YOURE AFTER - YOU Just KEEP AFTER 
IT TILL You GET IT.” 


AND, ` GIVE ГА LOT OF THOUGHT HOW You'Re GOING To DO The BEST JOB OF 
PUTTING “The PERFORMANCE ON The SCREEN ~ PUTTING OVER. WHAT YOU HAVE 
TO Fur OVER.” 


GOT то GET INSIDE the CHARACTER. ИНАТ DOES НЕ/ЗНЕ/ г WANT? 
AND EVEN MORE INTERESTING 7 WHY DOES the CHARACTER WANT? 


WHAT AM | DOING зад WHY AM | DOING IT? 


“The PEOPLE WHO REALLY KNOW HOW TO ACT ALL SAY," YOU DONT ACT, 
YOU BECOME.” 


The MOVIE STAR, GENE HACKMAN SAID SOMETHING LIKE, "1 WORK LIKE MAD 
AT NEVER BEING CAUGHT ACTING, ” 


“е, GOOD ACTORS ро A LOT OF RESEARCH SO the REALITY THEYRE DEPICTING 
BECOMES THEIR REALITY. 
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“The FINE CHARACTER- ACTOR, МЕР BEATTY SAID, SOME ACTORS HYPNOTISE 
THEMSELVES INTO BECOMING The PART — Вит А VERY SMALL GROUP OF ACTORS 
ACTUALLY HYPNOTISE The AUDIENCE. 


SO the IDEA IS TO HYPNOTISE The AUDIENCE. 


ЕРАМК THOMAS USES tue WORD CAPTIVATE! “YOURE TRYING То GRAB ‘the 
AUDIENCES ATTENTION wd HOLD IT— HOLD IT WITH SOMETHING REAL THAT 
THEY CAN IDENTIFY WITH.” 


CONCLUSION: i > 
WE TRY TO MAKE ITSO REAL, SUPER- REAL , THAT ITS COMPULSIVE 
VIEWING. WE EXPERIENCE the EMOTION wd MAGNIFY The RESULT. 


IVE ALWAYS BEEN EMBARRASSED BY ANIMATORS HANGING AROUND The WATER 
COOLER TALKING ABOUT HE ACTING? 


ITS WELL KNOWN THAT A LOT OF ARTISTS CAN TALK A TERRIFIC FIGHT, 
Bur WHEN YOU SEE THEI DRAWINGS, ITS A DEAD GIVEAWAY OF WHAT 
THEY'RE REALLY LIKE. АМР HOW MUCH MORE SO WHEN THEIR DRAWINGS 
ARE ACTUALLY MOVING AROUND. YOUCAN SEE A PERSON'S STRENGTHS 
2и) WEAKNESSES RIGHT AWAY. 


(Е WEIRE A COLD FISH, SUPERFICIAL PERSON OR EMOTIONAL WRECK , THERE 


ITIS FOR ALL TO SEE. SO МЕ CAN ONLY EXPRESS OURSELVES AS BEST WE 
CAN WITH WHAT WE HAVE TO OFFER EMOTIONALLY зид TECHNICALLY. 


A REALLY GOOD PROFESSIONAL SHOULD ВЕ ABLE ТО HANDLE A 
WIDE RANGE OF ACTING MATERIAL, WHATEVER. HIS/HER EMOTIONAL 
STATE OF MIND. 


THERES THIS STORY ABOUT A SERIOUSLY DEPRESSED МАМ IN GERMANY 
WHO WENT TO SEE A PSYCHIATRIST: 
“The PSYCHIATRIST SAYS, " YOUVE LOST YOUR SENSE ОҒ HUMOUR IN LIFE 
YOU NEED TO HAVE А REALLY GOOD LAUGH. GO Te Tue CIRCUS - THERES 
THIS GREAT CLOWN, ВОСК, The FUNNIEST MAN YOUVE EVER SEEN. 
The ANSWER COMES BACK," | АМ ВОСК," 


FRANK THOMAS, A MASTER OF ANIMATING EMPATHY avd PATHOS, ALWAYS 
CRITICISED ME (CONSTRUCTIVELY) FOR SPENDING TOO MUCH TIME ON 
SPECTACULAR SURROUNDING ANIMATION ?u NOT ENOUGH OF GOING 
STRAIGHT FOR The EMOTIONAL CENTRE. 


PART OF The REASON WAS THAT | FELT WE WERENT YET GP ENOUGH AT IT, 
SO WE'D WORK ON the WORLD” OF ‘the PIECE зад LEAVE The “HAMLET " STUFF 
TILL LAST = BUT FRANKS CRITICISM IS VALID. 
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ANIMATION WAS КИР OF IN The DOLPPUAS WHEN WE STARTED MAKING ` WHO FRAMED 
EOGER RABBIT’ зад FRANK WROTE ME A WONDERFULLY ENCOURAGING LETTER 
INCLUDING, "IF You BRING THIS OFF, YOU'LL BE A HERO.” 

| CARRIED FRANKS LETTER IN MY CHEST POCKET THROUGHOUT the 24. YEARS 
OF PRODUCTION PRESSURE мо WOULD REREAD IT EVERY TIME THINGS GOT ROUGH. 


WHEN The PICTURE CAME OUT oud WAS A HIT, NOTHING FROM FRANK. 


2 MONTHS LATER ITS The BIGGEST PICTURE OF The YEAR, NOTHING FROM FRANK. 
3 MONTHS LATER | RANG HIM UP 


tH FRANK „ те DICK” 
..УЕАН,. 
“Hi, FRANK, WELL, WE MADE IT! ITS A HIT, FRANK! ITS A Her!” 
-„МЕАН.. 
“у MEAN, WELL, WE Dip The BEST WE COULD 242 ITC A HUGE 
Success! ENORMOUS ! ^ 


` е 


“WELL, | KNOW, FRANK, IT COULD HAVE BEEN BETTER, ВИТ WE 
РЕАЛУ WORKED HABD зад EVERYBODY LOVES IT/ Z 
^ YEAH.” 
“WELL, ER, UM, | GUESS THAT YOU COULD SAY THAT WE PRAISED 
А GIMMICK то “the LEVEL OF A NOVELTY, BUT ITS A HIT 
‚. YEAH,” 

“AW, COME ON FRANK, | KNOW YOU ALWAYS CRITICISE ME FOR 
NOT GRABBING The AUDIENCE EMOTIONALLY — BUT YOUVE Gor 
To GIVE IT TOME, WHEN The VILLAINS GOING TO KILL THE 
PABBIT BY DIPPING НІМ IN The VAT OF ACETONE, ALL The KIDS 
Ме AUDIENCE YELL "DONT ро т! DONT DO ir! ^ 


(LONE PAusE).".! WISH THEY нар. ^ 
WELL, | KNOW WHAT FRANK MEANS. IN MY DEFENSE, | НАР ТО PUSH VERY STRONGLY 
FOR SOME ANIMATION | DID AT The FRONT OF The OPENING CARTOON WHERE 
WE COULD AT LEAST ЗЕЕ WHAT the RABBIT LOOKED LIKE BEFORE НЕ STARTED 
SHOOTING AROUND LIKE A CROSS BETWEEN CHEWING GUM э A FIREWORK. 
Bur THERE WAS A REAL OPPORTUNITY FOR PATHOS THAT WE MISSED. 


THERE WAS A SHOT OF ROGER SITTING ON A GARBAGE CAN IN A BACK ALLEY 
CRYING ABOUT WHAT HE THOUGHT WAS HIS WIFES INFIDELITY. 
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LIME GROCK, 1 WANTED TO SHOW А COMPLETELY DIFFERENT SIDE OF ‘the 
РАВЕ ТУ PERSONALITY BEHIND HIS PROFESSIONAL MARK. 1 WANTED To ANIMATE 
IT MYSELF, BUT | HAD Too MUCH ELSE TO DO. WE НАР А FINE LEAD ANIMATOR 
WHO WAS AT the TIME VERY LONELY aud | KNEW HE WAS The MAN FOR The JOB. 


А TOP EXECUTIVE COMES IN aud SAYS,” BY ‘the WAY, DICK, 502-250 REALLY WANTS 
TO PO THAT SCENE, | SAID, “OH NO, HES A SUPERB BROAD ANIMATOR and 
INVENTIVELY FUNNY, EXCELLENT, BUT | THINK HES WRONG FOR THIS SCENE. 
HES GOT A GREAT GIRLFRIEND, HES VERY UP wd NOT The PERSON FOR THIS JOE ^ 
“ВИТ HE REALLY WANTS ТО DO IT, DICK, НЕК BEEN PHONING ME UD ABOUT IT.” 
"Eur HES WRONG = IT'LL ВЕ OK- BUT IT WON'T HAVE THIS OTHER SIDE To IT 
The OTHER GUY SHOULD Do IT.” "Bur HE'S DYING To DO IT.” 


| LOSE The ARGUMENT. OUTVOTED. ITS WEONG, BUT the PICTURE FEELS 
LIKE A HIT and ANYWAY | CANT AFFORD ТО BE FIZED. OF COURSE The 
RESULT WAS JUST LIKE ALL the OTHER. MANIC. SCENES - за) WE MISSED 
HAVING ANOTHER DIMENSION Te the CHARACTER WHICH WOULD HAVE GIVEN 
A MUCH STRONGER EMOTIONAL PULL WITH The AUDIENCE. 

WIN SOME, LOSE SOME. 


IN AN INTERVIEW ІМ 1972. АТ The ZAGREB FILM FESTIVAL, FRANK THOMAS 
TALKED ABOUT A MAN “WHO NEVER HAD TALENT FOP. ENTERTAINMENT, HE 
WAS ONE OF the BEST ASSISTANTS WE EVER НАР, HE KNEW EVERYTHING 
YOU COULD TEACH ABOUT MOVEMENT, MOVING the CHARACTER. 22 WEIGHT 
Зад DEPTH and BALANCE mû ALL THESE THINGS. HE COULD DRAW THEM LIKE 
ANYTHING, BUT HE HAD А VERY WEAK SENSE OF ENTERTAINMENT 200 HE HAD 

А VERY POOR. CHOICE OF WHAT TO DO IN ANIMATION — SO HIS ANIMATION 
WAS ALWAYS FLAT: IT ALWAYS MOVED NICELY, BUT NOBODY WANTED To LOOK ATIT.” 


MILT КАНЕ ALWAYS SAID, IFS A MATTER OF PICKING the RIGHT THING TO DO 
эмд MAKING UP YOUR MIND ABOUT THAT. AND THEN NOT LETTING ANY OTHER 
(DEAS INTERFERE WITH IT. PONT LET YOUR MAIN IDEA GET BURIED OR 
INTERFERED WITH BY SOMETHING ELSE,” 


CONCLUSION: 

WE THINK ABOUT. IT IN The OVERALL, JUST AS IF WE WERE AN ACTOR DOING IT. 
HOW DO WE DO IT The BEST WAY TO Pur The BUSINESS OVER he BEST? 
BEFORE WE ANIMATE WE FIGURE OUT IN ADVANCE EXACTLY WHAT WERE GOING % DO 


KNOW WHERE WERE GOING. IN PLANNING LOCK DOWN The IMPORTANT POSES. 
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дет EAEEITT SAID THAT the GREAT BILLTYTLA (RENOWNED РОР е EMOTIONAL 
POWER. 209 HEARTFELT PASSION IN HIS WORK) SPENT PAYS WORKING ON TINY 
THUMBNAILS. HE НАР EVERYTHING ALL WORKED OUT IN MINIATURE BEFORE 
ANIMATING, (AND Те. END RESULT STILL CAME OUT JUST AS QUICKLY AS OTHER. ANWATORS) 
GEIM NATWIICK ALSO TOLD ME, ТУПА WAS A VERY, VERY CAREFUL PLANNER. 


CHANGE OF EXPRESSION 


/ WAS VERY TAKEN WITH WHAT DISNEY МАСТЕР. АММАТОР/ TEACHER ERIC LARSON 
HAS To SAY IN FRANK THOMAS зад OLLIE JOHNSTONS THE ILLUSION OF LIFE 7 
HE SAID IN The EARLY MICKEY MOUSE SHORTS THEY DISCOVERED THIS PRINCIPLE: 
IF You WERE LOOKING АТ A PORTRAIT AND - 
"THE SUBJECT GRADUALLY LOWERED HIS BROWS INTO А FROWN = 

PAUSED - AND THEN LIFTED ONE BROW AND GLANCED ТО THE SIDE, 

You IMMEDIATELY WOULD SENSE A CHANGE FROM ONE THOUGHT 

TO ANOTHER. SOMETHING VERY IMPORTANT HAPPENED! 

THROUGH А CHANGE OF EXPRESSION The THOUGHT PROCESS WAS SHOWN.” 


| THOUGHT, OK, LETS JUST SKETCH THIS Our IN НЕ SIMPLEST FORM % SEE WHAT (ТООК LIKE - 


“GRADUALLY LOWERS 
BROWS INTO А FROWN- LIPTS ONE BROW 


GREAT. HES THINKING! THEN | WONDERED - IS THERE ANY WAY TO STRENGTHEN THS FURTHER. 


AAAA 
ОК, LE HAVE The EYEERONS 
GO UP IN AN ANTICIPATION BEFORE GOING DOWN. 
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THAT WORKS. CAN WE STRENGTHEN IT FURTHER STILL? 
WHY DONT WE ANTICIPATE Па. RAISED EYERROW BY LOWERING IT FURTHER? 


AAA, 
GO DOWN BEFORE IT GOR UP 
THAT WORKS Too. ANYTHING ELSE WE CAN DO? 


А SLOW BLINK EN @О 
MIGHT HELP IT- Ша 


MAYBE WEVE OVERANIMATED IT BY NOW oud MAYBE ITS А Вт CORNY -BUT IT-SHOWS 
WHAT WE CAN DO BY LOOKING FOR EXTA POSITIONS - MORE CHANGE -MORE BANG 


ти BUCK, 


LOOK FOR the CONTRAST 


MILT KAHL ALWAYS SAID DONT CHANGE The EXPRESSION DURING А BROAD MOVE. 
HE'D USE THIS EXAMPLE: 
БАУ WE HAVE A PERSON READING А BOOK- 


М 
(T) HE HEARS А NOISE 0 
WHICH STARTLES HIM- 
- FRIGHTENS HM- A 
` 244 НЕ 
SWINGS ROUND. À 
Z 


( 
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FOR A START WED NEED SOMETHING TO CHANGE FROM -SOMETHING OPPOSTE — 
SOMETHING THATS А LOT DIFFERENT FROM WHAT КЕРЕ GOING ТО CHANGE TO. 
LER LIFT the ROOK UP xud 
PUSH HM DOWN DEEPER INTO IT; 
- GIVE HIM A COMPLACENT OR AMUSED F 
EXPRESSION — THEN WEVE Gor 
А BIGGER CHANGE - 
A STRONGER CHANGE. 


Биг WE DONT WANT TO CHANGE HIS EXPRESSION DURING йе MOVE WHERE WE CANT SEE IT 
SO WE INSERT A POSITION WHERE WE SEE the CHANGE BEFORE The MOVE. 


AS `N 
сотко X THEN MOVE—» 
- 
Р 


FU Вук 


HAVE. НІК MOVE энд) CHANGE Tre EXPRESSION AT fue END OF HE MOVE WHERE WE CAV ЗЕЕ IT 


W 


SA 
А ( (о%, 
rs ^M 746 “e 
С ( | | EFFECTIVE 
Ж, | 


The IDEA IS ТО Put the CHANGE WHERE YOU CAN SEE IT— МОТ DURING Те BROAD MOVE - 
UNLESS ‘The MOVE ($ QUITE SLOW - THEN WE COULD READ IT, 

AGAIN , The MIND IS the PILOT. WE THINK ОР THINGS BEFORE ue Вору DOES. THEM. 
THERES ALWAYS A SPLIT SECOND OF "THINKING TIME” BEFORE The CHARACTER DOES The ACTION. 
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САМ ACTING POINT 


A BAD ACTOR WILL POINT 
AT The SAME TIME AS SAYING = 


z 
EXTREME 


But WE CAN TAKE IT OUT, OF 
the REALM OF the CLICHE 

SIMPLY BY POINTING FIRST 
Фа) THEN SAYING IT: 


OR, SAY IT FIRST THEN POINT - 


THERE НЕ GOES! 
даи 


INCIDENTALLY, WITH POINTING - 
ITS A GOOD IDEA TO LEAD 


WITH The WRIST- i - 7 — j 
ond HAVE the HAND мд FINGERS Y NA 
СОМЕ uP LAST. 


AND - А VERY MINOR. TH ING — 
IN А FAST MOVEMENT- 


IF WERE соме FREMA THE): жеті 
N EX © — = r 


WE COULD INSERT | FRAME 
wo ЖЫ 


BUT WE FEEL The SNAPS 
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BODY LANGUAGE 


Те BRUANT DENEY ART DIRECTOR | DESIGNER, KEN ANDERSON SAID, 


Y PANTOMIME [S Те. BASIC ART OF ANIMATION . 

BODY LANGUAGE 18 the ROOT 24). FORTUNATELY IT IS UNIVERSAL” 
| WAS WITH KEN IN TEHRAN JUST BEFORE The REVOLUTION bud ! HAD A NASTY SHOCK »д A BIG LESSON 
WHEN THEY РАН МУ 12 HCUR-OSCAR-WINNING ‘A CHRISTMAS CAROL’ FOR AN IRANIAN AUDIENCE. 
WE HAD TRIED To HAVE AS MUCH BODY LANGUAGE IN The FILM AS WE COULD Bur МЕ STILL WERE 
ШЕРТ WITH DICKENS’ LITERATE STORY. OF COURSE The AUDIENCE DIDNT UNDERSTAND. A WORD. 
А CHUCK JONES CARTON CAME ON APTER мд BLEW US OUt OF Ти WATER. 
50 FORUS, We SHOULD KEEP WORDS To А BARE MINIMUM 219 MAKE EVERYTHING AS CLEAR 
AS WE CAN THROUGH PANTOMIME. WE SHOULD FEEL WE HAVE ONLY Úu BODY To TELL Te STORY. 


т А GREAT IDEA TO STUDY SILENT MOVIES. ALTHOUGH MUCH OF The ACTING 15 LAUGHABLY 
HAMMY зад СОЕМУ- ITS AL VERY CLEAR. ALMOST А LOST ART, 


AN ACTOR HAS To BE SPONTANEOUS TO А РЕЗРЕЕ = Bur ПЗ NOT SPONTANEOUS FOR US- ITS 
ANYTHING BUT. WE CAN SIT POWN aud GIVE IT A LOT CF THOUGHT. WE CAN TRY THINGS, 
TEET THEM зид MAKE CHANGES, WEVE GOT e ВОРУ CONTROL wd WERE NOT HMITED BY 
PHYSICAL DEXTERITY, OR GRAVITY, CR AGE, OR РАСЕ, OR SEX. AGAIN, WE CAN INVENT WHAT 
DOESNT EXIST IN REALITY зид STILL MAKE IT APPEAR BELIEVABLE. 


( SYMMETRY ce TWINNING) 


| FEEL THAT SYMMETRY HAS GOTTEN А BAD PRESS BECAUSE OF BAD ANIMATION ACTING. 
PEOPLE SAY ‘AVOID TWINNING’ — WHERE BOTH ARMS лд HANDS ACE DOING ‘the SAME THING. 


BUT JUST WATCH ANY POLITICKN, PEEAGHER OR LEADER OF WHATEVER , OR EXPERT ON TELEVISICN, 
WHEN THEY'RE LAYING DOWN the LAW THEIR ARMS зид HANDS WILL TWIN SYMMETRICALLY. 


HERES The BROAD PATTERN — me ess) 


` WE NEED ЕН — HAPPINESS AND те UPTO You E oA ICAN SUCCESS 
HARMONY, ABUNDANCE, FORALL. ТО VOTE FORME | ENLIGHTENMENT 
OR To SEND MONEY LEADS HARMONY 
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“THEY МАУ DO IT IN A REDUCED VERSION - 


vive б SP a V 


IM OPEN, HONEST, IT COMES FROM МУ AND ILL NEVER | IN ORDER = FUTURE 
HEART... НЕ ТӘ YOU - TO BRING A FOR US ALL.” 
GLORIOUS, 
INCLUSIVE - 
AND WATCH YOURSELF WHEN YOURE LAVING DOWN tthe LAW ABOUT SOMETHING. WE JUST Do IT NATURALLY. 
(THINK SYMMETRY IS AN EXPRERSION OF HARMONY, BEAUTY, BALANCE, ORDER xd AUTHORITY vu) PEOPLE 
USE АЦ Ле. TIME ( BREAKING IT UP To POINT OR мити) 24) THEN RETURN TO IT TO EXPRESS 
“fle WHOLENESS THEY RE TRYING TÓ CONVEY. 
SO, A JUDICIOUS USE OF TWINNING 18 EFFECTIVE BECAUSE ПЕ EVERYWHERE. TÇ ALL Do 


WITH HOW WE USE IT; | 
А WAY TO TAKE the CURSE OFF TWINNING IS JUSTTO DELAY ONE OF The НАМОХ OR ARMS BY 4 oe 6 Frans 


گے 


А” а. „ЗА 
LIKE А ст WOULD bo- OR TILT ANOTHER PART- OR USE PERSPECTIVE PLANES . 


IN A MARVELLOUS TV MASTERCLASS ON ACTING, MICHAEL CAINE SHOCKED EVERYONE BY SAYING, 


"IF YOU SEE SOME ACTOR DOING A PIECE OF BUSINESS THAT YOU ADMIRE— STEAL IT: ” 
(puse roe freer)" STEAL IT!” (aupience sock, корпо’) BECAUSE ,., THEY DID.” 


SOUND ADVICE CAME FROM The DISNEY STUDIO EARLY ON: 
(F YOURE SHORT OF TIME, SPEND ITON The EVES . THE EYES ARIE WHAT PEOPLE WATCH. 
OF CoUASE ТНК (S TEUE. The EYES ARE The VISIBLE PART OF the BRAIN — DIRECTLY CONNECTED TO IT. 


Жк 


I WK THATS Way We SEE Пе SOHL^ OR PERSON REVEALED IN The EVES. ITS SCARY. WERE 
LOOKING INSIDE BACH OTHER. 
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OUR EYES ARE SUPREMELY EXPRESSIVE 24) WE EASILY COMMUNICATE WITH 
a PYES ALONE . WE CAN OFTEN TELL the STORY JUST WITH The EVES, 


AND HOW MUCH MORE DRAMATIC IT IS TO JUST TURN The EYES INSTEAD 
OF the WHOLE BODY! 


HERES SOMETHING WE SEE ALL DAY EVERY DAY зо) IDNOT SEEN IT 
ANIMATED UNTIL | STARTED RANTING ABOUT IT то ANIMATORS 5 YEAESAGO; 


o ӘӘ wr Ро Oo © 
- WHEN LISTENING ON The PHONE “the EYES FLICKER 
АМ AROUND IN А STACCATO FASHION REFLECTING The 


Хо LISTENERS SHIFTING THOUGHTS IN REACTION. 
OUR EYES ARE RARELY STILL. 


ITS GOOD TO DISTEND the PUPIL TO SHOW FORM - FEEL PACT OF tue EYE. 


CIC COS GG 


MOVE PUPIL DOWN WITH LID AS IF ITS HEAVY- FORCING IT DOKN. 
“THERE'S AN INFINITE VARIETY OF BLINKS, BUT HERES A SIMPLE FORMULA. 


Фо со COL 00 ee 00 
í 456 7 


THIS IS CRUDE, ВИТ EFFECTIVE — WORKS WELL ON ONES OR TWOS, 


WE CAN GO ON FOREVER MOUT ACTING (эм WE ро) BUT OUR, jo IS- 
CD Pur OVE. The PONT OF the SCENE CLEARLY. 


(2) сет INSIDE the CHARACTER. OR CHARACTERS. 
(Сэм EVERYBODYS REALLY DIFFERENT.) 


(8) SHOW CLEARLY WHAT THEY RE THINKING. 


ә ә = < до АР 


— 


ANIMAL ACTION 


FOUR LEGGED ANIMALS WALK LIKE TWO OF US JOINED TOGETHER - ONE SLIGHTLY AHEAD 
OF The OTHER — TWO SETS OF LEGS SLIGHTLY OUT OF PHASE. 


WE LOOK FORALL The SAME THINGS AS МЕ DO WITH A HUMAN, START WITH The CONTACT 
POSITIONS (PROBABLY STARTING ON ‘the FRONT ЕСОТ) WHERE ARE The UPS 2.0 DOWNS? WHERE 
IS the WEIGHT? WHATS The SPEED? CHARACTER? DIFFERENCES ІМ BUILD? 


A FOUR LEGGED WALK íi а UP CHEST ROWN 
HAS TWO MAIN 
EXTREMES - ТА ҰН Шы p 
(EXAGGERATED) f ON THE, © > i te HEAD GoES 


DOWN AS the 
CHEST GOES DOWN 


f Те. HEAD Come UP 
SUGHTLY LATER 
THAN the CHEST 
DELAYED 2.084 Fe. 


BUT WITH TWO SETS OF LEGS WORKING, THERES А LOT OF WEIGHT TRANSFERENCE GONS ON - 
WHERE The WEIGHT IS COMING FROM, WHERE IT IS aud WHERE ITS GOING TO. 
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(е мере GOING To ВЕ "REALISTIC" IN OUR ACTON WERE GONG TO HAVE TO DO The RESEARCH: 
HOW the ANIMAL IS BUILT, ITS SIZE эд ТҮРЕ — WATCHING вид WATCHING UNTIL WE KNOW ITT 


{ LIVE ACTION REFERENCE ) 


STUDY FILM and VIDEO wo The EXTRAORDINARY MUYBRIDGE PHOTOS or ANIMALS WHERE The 
HIGHS wd LOWS xó CHANGING MUSCLE SHAPES ARE CLEARLY DISPLAYED AGAINST BACKGROUND GRIDS. 


A MAESTRO OF ANIMAL ACTION, MILT KAHL SAID HE DID THOROUGH RESEARCH ON ANIMALS 
wd ALWAYS DID. HE SAID HE SPENT HUNDREDS OF HOURS STUDYING ACTIONS OF VARIOUS ANIMALS 
За) WALKS зад RUNS- WHATS HAPPENING - WHERE The WEIGHT IS эи) HOW YOU DRAW THEM. НЕ SAID 
HE DIDNT THINK THERE WAS AN EASY WAY OF ARRIVING AT THESE THINGS: WE JUST HAVE То GO THROUGH IT; 


MILT SWORE BY The MUYBRIDGE BOOKS - FOUND THEM EVEN BETTER THAN FILM, ВЕСАКЕ OF the GRIDS. 


KEN HARRIS ALSO SWORE BY MUYBRIDGE, HE BOILED DOWN A SIMPLE FORMULA - SOMETHING HIKE THIS — 
“A HEAD TURNS WITH -OB AGAINST- “The TAL. ROOT MOVES за) The REST 


Биг TAKE DRAWING 2 
INTO CONSIDERATION, 


SINCE MOST ANIMAL WALKS ARE PRETTY SIMILAR , IF WE UNDERSTAND TL WALK CFA MEDIUM BUILT 
ANIMAL LIKE A HORSE, POG OR LARGE CAT WE CAN APPLY the SAME KNOWLEDGE TO OTHER ANIMALS 
DEPENDING ON THEIR SIZE, WEIGHT, DESIGN aud THEIR. TIMING “The INTERVALS OF THEIR FEET LANDING, 


НЕ МЕ GET DOWN ON ALL FOURS WE CAN FEEL HOW THEY WALK. 


PASS 
T fos 


һе + 
Pos 


АВЕ LEVITOW ASKED 
АМ INTERESTING QUESTION 7 


CONTACT 


DOES AN OSTRICH AND A MAN WALK LIKE A HORSE? 
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BASIC ANIMAL WALK PATTERN 


APPLYING TO МОСТ ANIMALS - USING А MEDIUM SIZE DOG. 2. MAN EXTREMES - 
THERES SO MUCH GOING ON THAT COLOURS HELP - 


халл fw A 


BLACK OR БЕРКЕ BLUE FOR 2/0 BLUE RR 
Сеск — PASS POS tie DOWN “toe UP 


DOWN PASS up PASS 
POS Pos 


CONTACT 


FOLDING ou) UN FOLDING = 
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the 


SPINE TWISTS 
SIDE fo SIDE 
DURING 
tie WALK, 
PEWS art 
up k'a e d d ee: В Peis 1 
5 | ose Eb PONN 5 та 


низ с ишы Ше 5 
SHOULDER PENIS мил ті 
+ POWN КОРА РОИМ Down PASS as ПЕ LIFTING 
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HERES А FUNNY YNVENTED WALKEN A DONKEY— ON TWOS - WALKING ON 165. Не PLANNED WITH The FRONT LEG oud 
The OPPISING BACK LEG TWINNINS TAKING the STEP ToGETHER.. The ЕХТРЕМЕС 24717 ARE LEVEL за) the PASSING POSITION #9_ 
ECD on) HEAD ARE RAISED SLIGHTLY, The DOWN IS ONS asd The UP IS си? (8. SIMPLE, BELIEVABLE, Бит NO ANIMAL WALKS LIKE THIS. 


sew (7) 5 The DOW 13 fhe uP exreene (7, 
КИС EE ее; 
+ + + + 
елеем (Г) 3 5 те Down 7 


+ + + + 
+ + + + 
9. PASS Pos. и 13 the UP "n 
і + + 
+ + + + 
exrReme (7) 24 Че DOWN 23 
+ + + + 

+ + + 


27 24 the uP 
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DIRECTING 

| THINK THERE ARE ONLY А FEW IMPORTANT THINGS TO KNOW ABOUT DIRECTING - 
Ват WE'VE GOT TO KNOW THOSE. 

Те DIRECTORS JOB ISTO MAKE IT ALL WORK. | HAVE THREE RULES: 


(D BE SIMPLE. 
@ ЕЕ CLEAR. 
(=) Pur EVERYTHING WHERE YOU CAN SEE IT: 


The DIRECTOR IS А 2 FACED CREATURE WITH A FOOT IN 2 CAMPS, The SITUATION DEMANES IT: 


H5 GONG ро Gcop 
WORK 


ТО ВЕ GREAT 
) 
we 


WE HOPE S 


Фр. 


the FRONT ROOM 


“178 А BUSINESS, GOD DAMN IT! " 
(дном. EXECUTIVE) 
OF COURSE ITS ROTH- BUT DO YOU KNOW Ме GOLDEN RULE? 
WHOEVER HAS “the GOLD MAKES the RULES, 


МЕРЕ BEING HIRED TO PO AKE мд WE SHOULD ро WHAT WERE BEING ШРЕРТО DO. WE SHOUD 
FOLLOW the RULES. IF WE WANT ARTISTIC FREEDOM THEN WE PROVIDE OUR OWN GOLD. 


(The BRIEF’) is SO IMPORTANT! | ALWAYS WEITE ON ONE SHEET OF RAPER WHAT The GOALS ARE — WHAT 

WE'RE SUPPOSED To DO. FOR EXAMPLE, The WHO FRAMED ROGER RABBIT” FILM: 
FIRST, MAKE The MARRIAGE OF LIVE ACTION 2 CARTOON REALMS BLEND TOGETHER CONVINCINGLY. 

SECOND, USE (0) DISNEY ARTICULATION 
WARNER TYPE CHARACTERS 
© Тех AVERY HUMOUR (Bur Nor SO BRUTAL.) 

OUR JOB IS To ALLAY The FEARS OF The EXECUTIVES зи) INCITE GREED EY OUR TALENT DISPLAY- 

SOLVING The PROBLEMS UP FENT. DESIGN The STUFF oR SELECT WHATS GOOD >) SHOW IT WORKS. 


‘fhe LEICA REEL ) OR ANIMATIC, OR FILMED COLOUR STORYBOARD WILL SHOW WHATS WORKING — (AND 


WHAT ISNT) ITS SOMETHING FOR EVERYONE TO HANG THEIR HAT ON Фо CALM DOWN. 


THEN WE MAKE the CHANGES 70 THAT LEICA REEL - NOT TO The ANIMATION. THS WAY The ANIMATORS 
CAN GET ON WITH THEIR WORK ІК SOME KIND OF PEACE. 


( SEPARATE the CHARACTERS ) SHOW The DIFFERENCE BETWEEN THEM. [78 ALL TO Do WITH CONTRAST? 


SIZES, SHAPES, COLOURS , VOICES. PUT OPPOSITE TOGETHER: Ele эд 
LITTLE, РАТ энд THIN , TALL and SHORT , ROUND энд SQUARE, OLD aud YOUNG, RICH мд POOR ete. 


W p 
"ré NOT A RUSINESS ITÈ AN EXPRESSION 17 
EMERY HAWKINS (ANIMATOR) 


THIS 1$ SO VERY IMPORTANT! A SUCCESSFUL EXAMPLE (0 DISNEYS LINKING WHERE 
ALL The CREATURES SOUND, LOOK md BEHAVE QUITE DIFFERENTLY FROM EACH OTHER. 


BEST FOOT FORWARD ) Pur the BEST ANIMATORS ON The OPENING, ENDING 240 AS 

PILLARS SPOTTED THROUGH The MIDDLE — LIKE ACTORS WHO 
KNOW the IMPORTANCE OF STAGE ENTRANCES end EXITS. PUT e BEST PEOPLE ON 
CLOSE UPS oud LONG SCENES, LESS EXPERIENCED PEOPLE ON 8 FOOTLONG-SHOTS 
2nd MIDDLE PEOPLE N The MIDDLE. 


CASTING ANIMATORS ) EVERYBODY HAS THEIR THING THEY DO WELL, IT OVR JOB ТО 
CAST THEM FOR WHAT THEY CAN DO эи) NOT WHAT THEY CANT DO. 


MAKING CHANGES ) UNLESS THEYRE ASKING FOR HELP, ALLOW The ANIMATOR ТО GIVE 
BIRTH UNIMPEDED. ONCE THEYRE PREGNANT WITH A NEW SCENE 
THEY WONT MIND MAKING CHANGES "Ip A PREVIOUS ONE. WE'RE ALL The SAME. 


“say! SAY!“ ) KEEP the DOOR OPEN FOR CONTRIBUTIONS FEM EVERYONE ON the TEAM. 


IF YOU CATCH THEM MUTTERING, ASK THEM ТО SAY SAY!” They MIGHT 
BE RIGHT ABOUT SOMETHING, 


VOICE RECORDING ) IF YOU CAST the RIGHT ACTOR FOR the JOR ITS The EASIEST THING 
IN the WORLD. THEYLL USUALLY GIVE IT TO YOU ON TAKE ONE. 
THEN JUST GET ANOTHER TAKE FOR INSURANCE, ACTUALLY THEY LL USUALLY GIVE IT TO 
YOU ON The PEHEMSAL — SO TELL The RECORDIST TO RECORD EVERYTHING. ITS ONLY IF 
YOU HAVENT MADE CLEAR WHATS REQUIRED THAT YOU CAN END UP WITH FIFTY TAKES. 


HOOK-UPS) ITS оце, RESPONSIRILIY To ENSURE THAT ONE ANIMATORS SHOT Hook 
UP PERFECTLY ТО The NEXT PERSONS SHOT. THERES NO EXCUSE FOR 
AN ANIMATION DIRECTOR TO GET THIS WRONG AS WE CAN DRAW PERFECT MATCH -URS. 


VERY, VERY VERY IMPORTANT: RESEARCH EVERYTHING TILL You KNOW 


The SURJECT INSIDE OUT. DONT WING IT: 


WE SHOULD KNOW EDITING TECHNIQUES. | STUDY AKIRA KUROSAWA 


the JAPANESE DIRECTOR, WHO 1 THINK IS The WORLDS GREATEST EDITOR 
AS WELL A3 DIRECTOR... 


ANOTHER GREAT THING ABOUT KUROSAWA IS THAT 
HE BELIEVES IN HIS MATERIAL. HETRUSTS The 
AUDIENCE avd TRUSTS HIMSELF TO TELL HIS STORY oud ALLOWS The AUDIENCE 

TO COME 10 The FILM. So AS A DIRECTOR. YOU HAVE To BELIEVE IN YOUR MATERIAL. 
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ITS AMALING WHAT YOU САМ СЕТ AWAY WITH. 
AN INTERESTING THING HAPPENED ON "WHO FRAMED ROGER RABBIT. 


THE ACTOR, ROK HOSKINS HAD А GREAT ABILITY TO CONCENTRATE ON А NON-EXISTANT 
RABBIT WHO WAS 3 FEET HIGH. UNLIKE MEST ACTORS WHO LOOK THROUGH OR FAST 
“the INVISIBLE CHARACTER, ROB COULD STOP HS EYES EIGHT Ат The З FOOT LINE 
WHERE the RABBITS EYES WOULD EE. 
ONE DAY ANIMAR SIMON WELLS (Мой А тер PIRFCOR) CAME IN TO ME AND SAID, 
“WEVE GOT A PROBLEM - HOSKINS 12 LOOKING AT A 6 Рост HIGH RABBIT — WHAT PO 
WE ро? HE WAS RIGHT. HOSKINS HAD TEMPORARILY LAPSED AND WAS LOOKING ad 
TALKING Te A WALL ABOUT 6 FEET CFF The GROUND. 


1 THOUGHT, ` WELL the RABBITS GOT THESE HUGE FEET - LETS JUST STRETCH HIM 
UP CN HISTOES AGAWST The WALL. ` FOR NO REASON?” "WHAT ELSE ARE МЕ 
GONG то DO? THE RABBITS NEUROTIC - IT SHOULD WORK.’ 


THEY EVEN USED 
The SHOT IN Tua 
PRONOTIONAL TRAILERS 
AND NO ONE EVER: 
CQUESTIONED IT. 


Roger Rabbit © Touchstone Pictures and Amblin Entertainment, кк. 
Used by permission from Touchstone Pictures and Ambim Entertainment, Inc. 


w 
w 
о 


Г ALWAYS SKETCH EVERYTHING OUT SMALL FIRST. “The HEILE DRAWINGS, BECAUSE THEY ак VRINKING DRAWINGS, ALMAS 
SEEM ТО SHOW Е Пе IDEA IS WORKING CLEARLY OR NOT: 


Jessica Rabbit © Touchstone Pictures and Amblin Entertainment, Inc. 
Used by permission from Touchstone Pictures and Amblin Entertainment, Inc. 
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AND IN CONCLUSION: The REVIEW 


The PROCEDURE 


TO MAKE The SOUP: 


STORYBOARD (DESIGNED ALREADY? ов. ROUGH ) 
LEADS To 


TET The LEICA’ REEL ов ANINATIC ж FILMED STORYBOARD 
ssi To 
Онға 2) ANANG DRAWINGS СД» ZIR 
PLANNING THEN CLEAR UNDERSTAND NG OF SHOT 
STPUCTURE MAN Ете РОВ 
TEST ( KEY ) POSITIONS 
“the. BIG DRAWINGS OR FORITIONS THAT HAVE To BE THERE, 


TEST EXTREMES = ANY OTHER POSITIONS THAT HAVE Tó BE THERE. 
—USUALLY ‘CONTACTS’ 


TEST PASSING POSITIONS (PERHAPS JUST iw соцен) 


Do SEVERAL STRAIGHT AHEAD RUNS = 
“the PRIMARY THING 

“Пе SECONDARY THING 

е THIRD THING 

Ye FOURTH THING 


ANY OTHER BITS-LIKE DRAPERY 
HAIR 
FAT 
TALS efe. 
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AND То DO THIS WERE USING : 
Good KEYS FOR. CLARITY 
WEIGHT = ‘CHANGE’ за) ANTICIPATION - 
TO GET FLEXIBILITY: 
WE'RE USING OVERLAPPING ACTION ( Mead iu ae 
94) WE PE USING SUCCESSIVE BREAKING OF JOINTS 


ACCENTS - HEAD, BODY, HANDS , FEET 
(Ger mee EARLY) 


STAGGER. VIBRATIONS 
COMPRESSION зад DISTENTION («шен xd GrercH) 


DIFFERENT WALKS wd RUNS = WERE SIRESSNG The DIFFERE 
BETWEEN THINGS wd PEOPLE. 


\ / š 
INVENTED MOVES THAT CANT HAPPEN IN The REAL WORLD 
BUT WE MAKE LOOK BELIEVABLE. 


FOR DIALOGUE WE'RE PROGRESSING IT SOMEWHERE. 
WERE USING АШ THESE THINGS BROADLY OR VeRy SuBTLY. 
ALL THIS IS The ANATOMY TO ENABLE US TO GME The PERFORMANCE, 
SUSTAIN IT d MAKE IT COMPULSIVE VIEWING. 


AND ONCE ITS ALL ABSORBED INTO the BLOODSTREAM — 
ТО FREE US To EXPRESS! 


“Tie PLAYS THE THING / 
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Start with the things that you know and the things that are unknown will be revealed to you. 
Rembrandt, 1606-1669 
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